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Abstract 
 
 
This research illuminates and advances understanding of the contemporary string 
quartet scene in Japan, a topic that has not yet been researched or documented 
extensively. My dissertation: (1) outlines the introduction of Western classical music to 
Japan in the late nineteenth century, and describes the rise of a chamber music 
movement, identifying string quartets from the early 1900s to 1989; and (2) presents the 
findings of detailed research into seven string quartets from 1989 to 2014, highlighting 
one string quartet, the Quartet Excelsior. (This research involves study of their 
performance venues, audiences, repertoires, programming, recordings, reception, and 
outreach. Research methodology and sources included a brief survey for the string quartet 
members and for hall managers; in-person correspondence with hall managers and music 
critics; an analytical study of newspapers and periodicals; information collected from the 
quartets’ websites and their social media; and email correspondence with some of the 
quartet members.) The findings of this mostly qualitative research offer insights into the 
string quartet music scene in Japan since 1989 to 2014, signifying the Quartet Excelsior 
as a leading ambassador for the genre. String quartet culture, which peaked in the 1970s 
and has somewhat declined since, has started to become lively again with the activities of 
the seven string quartets and the chamber music concert venues that I discuss.  
 
 
 
 
Key terms: string quartet ensembles in Japan, ARCO, Classico, Erdödy, Excelsior, Lotus, 
Morgaua, YAMATO, jyousetsu (permanently existing). 
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Introduction  
This project serves to give scholarly attention to string quartet ensembles in 
contemporary Japan, and to document and assess their developments and activities in the 
recent history of Japanese musical life. It will thus present new research into string 
quartet culture outside of the Western hemisphere, a topic that has not been investigated 
systematically. More broadly, my dissertation sketches out what was going on prior to the 
1980s in terms of Western music in Japan, and contextualizes the growth of chamber 
music thereafter, largely focusing on Japanese string quartets between 1989 and 2012.  
 
Background to the Topic 
Japan’s history of performing Western music, which dates from around the 1870s, 
shows that the aesthetic value of classical music has been respected and loved for more 
than a century. While it was not until 1926 that the first symphony orchestra was 
founded, the first professional string quartet dates back two decades earlier with the Ono 
String Quartet.1  (In fact, twenty-five noteworthy string quartets emerged between the 
1920s and 2012.2) The author of the celebrated Suzuki violin method, Dr. Shinichi 
Suzuki, was also a member of the Suzuki String Quartet, which was founded by his father 
																																																								
1 The first symphony was titled the New Symphony Orchestra, which was changed to Japan Symphony 
Orchestra in 1942, and then finally became Nippon Hoso Kyokai (NHK) Symphony Orchestra in 1951. It is 
considered the nation’s preeminent orchestra. 
  Members of this ensemble were court musicians, who later became original members of the first 
symphony orchestra. 
2 For this project, I located these high caliber quartets through a number of channels, including 1) Japanese 
articles and books on celebrated performers and chamber musicians, 2) official websites of ensemble guilds 
and art management companies, 3) interviews with active musicians in Japan, 4) video clips of remarkable 
performances during the 1960s and 70s, and 5) online webpages of Japanese string quartets. 
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in 1929.3 The Ono and Suzuki ensembles have been noted as being the earliest 
“professional level” string quartets in Japan.4  
 The number of string quartets nationally grew gradually between the 1920s and 
1970s, with prominent professional string quartets such as the Pro Musica String Quartet 
(1953–1964) and the Iwamoto Mari String Quartet (1964–1979) emerging after 1950.5 
Both were highly respected, and according to one authority, their “recordings could pass 
for a Central European quartet of the first rank.”6 The Pro Musica String Quartet, founded 
by the concertmaster of the Nippon Hoso Kyokai (NHK) Symphony Orchestra, was 
praised for being one of the few string quartets that performed the Beethoven string 
quartet cycle. The Beethoven cycle was also performed in 1971 by the Iwamoto Mari 
String Quartet, which was the preeminent quartet in the mid-1960s until its retirement in 
1979, and continues to be the most celebrated professional quartet in Japanese history. 
Both of these quartets served to spread and share classical chamber music in Japan 
																																																								
3 Members of this ensemble included Dr. Shinichi Suzuki’s siblings. Their father, Masayoshi Suzuki, was a 
famous luthier. 
4 Yawara Watanabe and Hajime Koumatsu, Toshio Kuronuma to Nihon no Gengaku Shijyusoudan [Toshio 
Kuronuma and the String Quartets in Japan] (Tokyo, Japan: Yufuin Ongakusai, 1994) 55.  In this research, 
a quartet at the “professional level” is defined as an ensemble that earns a full-time (or near full-time) 
living from performances and related activities such as giving masterclasses, participating in quartet 
residences in music festivals in Japan, and educating amateur ensembles. Such “professional” ensembles 
usually exhibit high artistry in their performances (and recordings if there are any). Information on the 
ensembles with such artistic standards was collected from reviews written by music critics and from my 
personal conversations with Japanese musicologists and concert hall managers.  
5 Mr. Tully Potter outlines the career of Mari Iwamoto, the founding member of Iwamoto Mari String 
Quartet, in writings that have been published for two separate readerships. Potter describes the life of 
Iwamoto more thoroughly in “Brief Sunrise in the East,” explaining not only her biography but also her 
crucial encounters with other musicians (who would later become the members of the quartet) and giving 
information about the cellist in the Quartet, Toshio Kuronuma. These two articles support Ms. Minoguchi’s 
(artistic director of Suntory Hall) comment that the only quartet that was truly “professional” in the 1970s 
was Iwamoto’s group, and that no quartet equivalent to Iwamoto has emerged since then. Mr. Potter seems 
to be well connected with Japanese musicologists. He personally knows Mr. Hajime Koumatsu, a Japanese 
musicologist specializing in Western music in Japan and in chamber music more specifically. See Tully 
Potter, “A Woman of Substance (Mari Iwamoto),” Strad 117 no.1393 (2006), 56-57; and Tully Potter,  
“Brief Sunrise in the East,” Classical Recording Quarterly 58 (2009), 10-12. 
6 See Tully Potter, “The Concert Explosion and the Age of Recording,” in The Cambridge Companion to 
the String Quartets, ed. Robin Stowell (Cambridge, UK: Cambridge University Press, 2003), 60-95. 
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between the early 1960s and late 1970s.  Many other string quartets have emerged since 
the early twentieth century. However, whether formed by major orchestra members or 
individual soloists, not many of them were full-time “professional” quartets that would 
live solely on the quartet’s income.  
Also, middle and upper class enthusiasm for classical music and live performance 
has been reflected in the building of numerous concert halls, which number more than 
150 in Tokyo alone. Some of these halls have been designed specifically for chamber 
music. Adjacent to the renowned Suntory Orchestra Hall in Roppongi, Tokyo, is the 
Suntory Blue Rose Hall, which was built for chamber music performances by its founders 
twenty five years ago and seats 430. In commemoration of the Hall’s twenty-fifth 
anniversary, Suntory Hall Art Management launched the nation’s first exhaustive 
chamber music festival in the Blue Rose Hall in June 2011. This ten-day festival, titled 
Chamber Music Garden: Suntory Hall Chamber Music Academy, consisted of a three-day 
performance of the Beethoven Quartet Cycle by the Pacifica String Quartet and multiple 
chamber music concerts by such performers as Menahem Pressler (pianist), Tsuyoshi 
Tsutsumi (Hall Director and cellist), the Quartet Excelsior, and sixteen selected students 
from major conservatories in Tokyo. The performing professionals also worked with the 
students in daily master classes on chamber music repertoire. Concert halls built in the 
past two to three decades have been highly praised for their architectural design and their 
advanced acoustic technology. Some of these halls have been designed specifically for 
chamber music. Including Tokyo Bunka Hall and Daiichi Seimei Hall (520 and 767 seats, 
respectively), these halls have been attracting world-renowned soloists and ensembles. 
 4 
Thus, Japan’s enthusiasm for and commitment to chamber music has enjoyed over a 
century of history and continues to develop today. 
 
Approach  
While there is considerable scholarship on the growth of orchestras in Japan since 
the early 1900s, there is comparatively little on chamber music ensembles, and far less on 
string quartets. The growth of the orchestral music over the decades in Japan is well 
reflected in the fact that symphonic masterpieces such as Beethoven’s Ninth Symphony 
have become a part of year-end festive custom since early 1970s. Dr. Chang mentions in 
his article, “The Daiku [the Ninth Symphony] Phenomenon,” that the popularization of 
the piece is due to the value the Japanese place in “seasonal institutions and customs” and 
“festivities and rituals,” which are both present in Japanese culture.7 In a culture where 
seasonal events tend to be marked in very conventional, even ritualized practices, 
performances of the Ninth Symphony have become associated with the marking of the 
year’s end. From my first-hand experiences of living in Japan for years, many articles and 
promotional introductions to performances typically would mention the Ninth Symphony 
as a way to finish the year.  
 Another key piece of literature that illustrates Japan’s substantial growth in 
orchestral classical music is the detailed historical account of the NHK Symphony 
Orchestra in NHK Kokyogakudan 40-nenshi 1926-1966 [The NHK Symphony Orchestra: 
																																																								
7 For the full account of popularization of the Daiku, see Eddy Y. L. Chang, “The Daiku Phenomenon: 
Social and Cultural Influences of Beethoven’s Ninth Symphony in Japan,” Asia Europe Journal no. 9 
(February 2007): 93-114. 
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Forty Years of its Growth 1926-1966]8 Dr. Maureen Murchie, a violinist who resided in 
the northern part of Japan for nearly two decades, has also written a dissertation on the 
history of the Sendai Philharmonic Orchestra 1973-2005.9 There exist a few other 
writings published in English or Japanese that illustrate the growth of orchestras in Japan 
since the early 1900s; these are cited in her research.  
  Western classical music may not be at the center of popular taste, but it is 
definitely a vital and essential part of the Japanese music scene. Chamber music, 
specifically string quartet music, is also gradually growing in terms of performance 
venues, ensembles, repertoire, and education. There are less than a handful books that 
describe the account of the growth of chamber music in Japan (and only a few articles on 
the growth of string quartets since late 1970s); however, Mr. Koumatsu10 notes that the 
activities of chamber music ensembles including string quartets started expanding after 
the World War II.11 My research shows that since the Iwamoto Mari Quartet in the 1970s, 
no artistically equivalent professional quartet has emerged in Japan, and that it is only 
since the 1990s that quartets have begun struggling to become fully professional again. 
Among these ensembles, the Quartet Excelsior has come the furthest, being labeled by 
the manager at Suntory Hall as “currently the single professional quartet in Japan.”12  
While the group has yet to gain an international reputation, the quartet has been 
continuously gaining support and recognition in Japan. In addition to the Excelsior, six 																																																								
8 NHK Symphony Orchestra, NHK Kokyogakudan 40-nenshi 1926 – 1966 [The NHK Symphony 
Orchestra: Forty Years of its Ggrowth 1926 – 1966] (Tokyo, Japan: Nippon Hoso Shuppan Kyokai, 1967), 
100.   
9 See Maureen Murchie, “A History of the Sendai Philharmonic Orchestra, 1973 – 2005” (DMA diss., 
University of Illinois Urbana-Champaign, 2010), 9-23. 
10 Throughout this dissertation, the Japanese long vowel “o” sound is Anglicized as “ou.” In other types of 
research or documents, “ō” or “ô” may be seen instead of “ou.” 
11 Watanabe and Koumatsu, Toshio, 27-56.   
12 This comment occurred during a personal conversation with Ms. Minoguchi, the artistic manager of the 
Suntory Hall. 
 6 
other string quartets have gained considerable audiences between 1989 and the present. 
They are the String Quartet ARCO, Erdödy String Quartet, Lotus String Quartet, 
Morgaua Quartet, Quartetto Classico, and YAMATO String Quartet.13 They all lack a 
significant secondary literature of any kind. This dissertation intends to rectify this 
situation as regards to these ensembles, by collecting accurate and up-to-date information 
and documenting their existence and endeavors.  
 I identified these seven string quartets as suitable for this research through various 
means. Since the chamber music halls Suntory, Daiichi Seimei, Yokohama Minatomirai, 
and Izumi have their recent concert schedules posted online, I was able to note which 
quartets performed in them, and which quartets performed at other venues not listed here. 
The concert program director at Suntory Hall, Ms. Kazumi Minoguchi, and the assistant 
director of Daiichi Seimei Hall, Ms. Mai Kikuchi, provided the names of the string 
quartets (both Japanese and foreign) that have either recently performed or regularly 
perform at their halls. The artistry of some of the string quartets could be confirmed by 
the writings of musicologists or music critics such as Mr. Watanabe and Mr. Koumatsu in 
their recent publications in the magazine Sutoringu [Strings].14 Other concert hall 
managers and musicologists listed in the literature review also have helped identify active 
string quartets.  
 In this study, each of the seven string quartets is discussed in terms of its history, 
development, activities, reviews and reception, and discography. Information on the 
quartets is gathered from their official websites, concert reviews, and information 																																																								
13 The Tokyo String Quartet (the group based in the USA) has been excluded from the  quartets studied, 
because its main region of activities is not Japan. Also, the quartet is no longer “fully Japanese,” as two of 
the members are not Japanese natives.   
14 The Sutoringu [Strings] is a Japanese magazine, entirely independent from the American publication 
Strings. 
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provided by concert halls. Most of these documents are in the Japanese language, and 
unless otherwise noted, all translations are my own.  
    
 Objectives and Chapter Outline   
 The objectives of this qualitative research are covered over the four chapters and 
their subchapters. The objectives are 1) to outline the introduction of Western classical 
music to Japan, 2) to describe the chamber music movement and identify active string 
quartets from the early 1900s to 1979, and 3) to extend the research to focus on the seven 
contemporary string quartets (the ARCO, Classico, Erdödy, Excelsior, Lotus, Morgaua, 
and YAMATO).  
 The first chapter of the dissertation describes the background of Western classical 
music in Japan, outlining the introduction of the genre to the country. The chapter unfolds 
the story of chamber music’s first steps, leading to a survey of the chamber music scene 
in Japan after 1945. An account of Mr. Toshio Kuronuma is covered in the last 
subchapter, as he is considered the central figure in the growth of chamber music in 
Japan.  
 In order to further define the chamber music scene in Japan, Chapter 2 identifies 
active chamber music ensembles and string quartets from 1926 to 1979. This chapter 
provides details of twenty one ensembles that existed in the time frame; it is subdivided 
into sections covering smaller time frames. The research then extends to the previously 
named seven string quartets over six chapters, which examine them in the following 
areas: ensemble histories and accomplishments, performance venues, repertoire and 
programming, audiences, reception, and educational outreach.  
 8 
 
************** 
The regional scope of the research is limited to the country of Japan, where 
respect and love of Western classical music became part of the cultural vernacular. As 
one of the leading economic nations in the world, Japan is a country that invests heavily 
in culture, art, and the humanities. Since the 1950s, Japan has embraced its potential to be 
an important touring venue in Asia for world-renowned soloists, orchestras, string 
quartets, and other chamber ensembles, hosting them in an increasing number of concert 
halls. Gradually, demand for chamber music—including string quartets—has increased, 
shown by the trend of major Japanese concert halls hosting more string quartets, and by 
the founding of international chamber music festivals. Still, the genre has not yet gained 
much popularity compared to that of orchestral and solo works, and the topic of chamber 
music in Japan lacks significant written scholarship. The accomplishments of the seven 
string quartets examined in this study have not yet been documented, and I aim to provide 
a new assessment of their activities over the last thirty years.   
 This dissertation explores the reasons and results of string quartet music seeming 
to be overshadowed in Japan by orchestras and soloists. It is the my hope to provide 
information on the significance of string quartet music in Japan, and to explore and assess 
how much the gem of Western classical music literature is savored and appreciated even 
at the opposite end of the world from where it originated. 
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PART ONE 
Background to the Introduction of Western Classical Music to Japan  
and the First Steps of Chamber Music 
 
Chapter 1: Western Music in Japan 
I. Introduction of Western Classical Music to the Country 
 In the mid-seventeenth century, Japan underwent a period of isolation from the 
rest of the world, a period that would last for more than two centuries. Before this 
seclusion, contact with the West was limited mostly to the importation of Dutch 
medicine, which was exclusively available to a handful of figures from the Tokugawa 
shogunate, the rulers of the day.1 Around the mid-nineteenth century, Japan finally ended 
its seclusion due to pressure from the USA and European countries.2 This change of 
government launched the Meiji Restoration, which set the course of what would develop 
into modern Japan in the areas of economy, industry, science and medicine, and politics, 
mainly through the acquisition of Western methods and achievements in science, 
technology, engineering, and mathematics.3 In addition, Japan decided to embrace the 
broader context behind Western thought, including its philosophy and arts.  
																																																								
1 The Tokugawa clan is one of the most powerful territorial lords in Japan’s history; the members of the 
clan ruled Japan as Shoguns dating from 1603 to 1867, right up until the isolation period. See Ryutaro 
Shiba, Ieyasu Tokugawa (Tokyo: Shinchosha, 1962), 1–65.  
2 See J. W. Hall et al., The Cambridge History of Japan (Cambridge: Cambridge University Press, 1993). 
Hall summarized that in the mid-1850s after more than two centuries of seclusion, the Western powers 
pressured Japan to open up the country. After the rejection of the Dutch message asking Japan to open its 
doors in 1844, Commodore Matthew Perry of the US Navy made a threatening visit to the Yokohama bay 
with four warships, and asked Japan to open trade with the West. The following year, the Commodore 
returned with seven ships, and requested formal diplomatic relations between Japan and the USA.  
3 According to Herbert Bix, the Meiji Restoration Era is approximately from 1868 to 1912, which period is 
also termed the first half of the Imperial Japan (1868 – 1945). 1868 is the year when Japan began to 
undertake “political, economical, and cultural transformations,” thus beginning the industrial revolution 
that was followed by aggressive militarism. Herbert P. Bix, Hirohito and the Making of Modern Japan 
(New York: Harper Collins, 2001), 56–78. 
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 The move to resume contact with the West after such a long period of isolation 
was a precipitous yet deliberate governmental decision. Because Japan’s relationship 
with the West was established rather suddenly, Western values were absorbed quickly by 
its government’s proactive, pro-modernization, and “deliberately planned policy.”4 
Western classical music entered the country in the midst of this rapidly evolving period, 
and spread via four main routes: Christian missionaries, the military, court musicians, and 
the Japanese education system. The Western nations that were involved in this initial 
introduction were Spain, the UK, Netherlands, France, and the USA. 
 
Christian Missionaries   
 Jesuit missionaries were the first to introduce Western classical music to Japan in 
the late 1540s, long before the Meiji Restoration, and the most influential form of 
Christian church music was the hymnal and choral music.5 The number of Christians was 
(and still is) very small, but the simple “4-line by 4-bar” system of hymns became a 
common model for the earliest Western-style music in Japan.6 According to William 
Malm, a perfect example of this is the song, Meiji-setsu, in which Japanese lyrics are 																																																								
4 Ury Eppstein, the author of The Beginnings of Western Music in Meiji Era Japan, points out that the 
successful spread of Western influences happened quickly and rather systematically due to the fact that the 
country never had experienced foreign occupation—such situations often eventually led to the diffusion of 
Western influences, as seen in the cases in India, Indo-China, and even China. The government decided to 
catch up rapidly with the West, and programmed development through complex infrastructures of 
technology, science, education, politics, etc.  
5 Japan’s first encounter with Christianity (the Roman Catholic Church) was in the late 1540s, when 
Francis Xavier and the Jesuits arrived in Japan as missionaries. Christianity briefly flourished in Japan for a 
few decades, but was under severe persecution in the late 1580s. The few people who survived the 
persecution and martyrdom hid underground, and Christianity was not allowed to exist publicly until 
several years into Meiji Japan. Consequently, not much research into Christian music in Japan was made 
until Christianity’s re-entry in Japan in Meiji Period. Detailed information on Christian church music in 
Japan in the nineteenth century can be found in Henseler and Adachi’s article on the “Nineteenth-Century 
Japanese Hymnals: A Preliminary Study,” Asian Music 29 no. 2, (1998): 115-127. 
6 As found in the Appendix A, the by 4-lines by 4-bar system is a common form for Christian hymns. For 
details of the hymnody, see Erik Routley and Paul Richardson, A Panorama of Christian Hymnody 
(Chicago: G.I.A. Publications, Inc., 2005), 40–41.  
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combined with a “Christian-sounding” melodic structure.7 This style of hymnody 
included syllabic structures: for example, alternating lines of eight and seven syllables. 
This simple but organized form combined well with Japanese poetry, as many Japanese 
poetic structures such as the haiku and tanka were constructed around similar principles 
of form.8 Japanese composers also used this Protestant hymnal form of 4-lines by 4-bars 
when composing easy school songs and basic instrumental pieces. An example of this can 
be found in some of Shinichi Suzuki’s violin pieces in the first Suzuki Method, which 
have simple harmonic progressions and are either 4-lines by 4-bars or composed using a 
similar phrase structure.    
 
Military 
 In The Beginnings of Western Music in Meiji Era Japan, Ury Eppstein includes an 
anecdote of how the rulers of the Satsuma clan became fascinated with military music on 
a British warship, which was celebrating its success in bombing the capital, Kagoshima, 
in 1863, in revenge for the killing of a British merchant by members of the Satsuma clan 
one year earlier.9 It would seem natural for a country to reject its enemy’s music, as in the 
case of the unofficial banning of Wagner and Strauss until recently in Israel; however, 
seeing its usefulness and practicality, the Satsuma clan rulers immediately decided to 																																																								
7 Referring to the day (November 3) honoring the Meiji Emperor, the lyrics reflect nationalism and 
adoration of the emperor. The day is still a national holiday in Japan, though the name has changed to 
Bunkanohi [Culture Day]. More information on Meiji-setsu can be found in William Malm, “The Modern 
Music of Meiji Japan,” in Tradition and Modernization in Japanese Culture, ed. D. H. Shively (Princeton, 
NJ: Princeton University Press, 1971), 257-300. Also see Appendix A, Score I. Meiji-setsu. 
8 A typical haiku has three lines with 5 syllables in the first line, 7 in the second, and 5 in the third. A tanka 
has five lines with 5-7-5-7-7 syllable structure. 
9 Ury Eppstein, The Beginnings of Western Music in Meiji Era Japan (New York, NY: Edwin Mellen 
Press, 1994), 10. 
    Robert Sakai, “Feudal Society and Modern Leadership in Satsuma-han,” Journal of Asian Studies 16 
(1957): 365–376. Satsuma domain is one of the most powerful feudal clans in Tokugawa Japan.  
    See Appendix A, Map I. for the location of Kagoshima. 
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embrace foreign (British) military music.10 Eppstein describes this as an example of 
Japanese “utilitarian considerations” of many Western ideals, as Japan’s adoption of 
many Western values and achievements was not necessarily out of enthusiasm or 
admiration.11 After Japan’s seclusion ended in the mid-nineteenth century, it would 
frequently absorb foreign influences—even if they originated from an opponent or 
initially damaged the country.   
Japan’s relationship with the Netherlands is arguably its longest foreign 
relationship with a Western nation, and the Japanese predominantly based their prototype 
of military music on what is termed “Dutch Studies” (Rangaku), which included Dutch 
ideas about military science and music.12 Adopting Dutch military music required some 
modification and substitution. Dutch military music included trumpet, flute, and drum. 
Since the Western side-blown flute did not yet exist in Japan, the military used the 
Japanese traditional bamboo flute (also side-blown) instead. Use of minimal drum in 
Japanese infantry and warships existed prior to the modernization; however, its 
indispensable role in Dutch marches led to its further promotion in Japanese military 
music. Modeling themselves after the Dutch, the Japanese military began to utilize march 
music, as their simple and organized marches (with drums and wind instruments) were 																																																								
10 The “Wagner controversies in Israel” have been an on-going issue in Israel since the end of World War II. 
The accounts of rejecting the performances of music by Wagner can be found in “Israel’s History of 
Musical Controversy,” The Telegraph, July 25, 2011, accessed February 2014, 2015, 
http://www.telegraph.co.uk/culture/music/classicalmusic/8659676/Israels-history-of-musical-
controversy.html  
11 Eppstein, The Beginnings of Western Music, 10. The author emphasizes that this anecdote sketches the 
Japanese mindset around the later adoption of the West, and how the Japanese would absorb foreign 
ideals/achievements even if they may have initially caused damage to the country. Based on the idea that 
the “useful is good,” and that the “right conduct should be the usefulness of its consequences” (defined by 
the Merriam-Webster Dictionary), Japan’s modernization based its actions on utilitarian ideology. 
12 Malm, The Modern Music, 280. Rangaku— “Dutch learning” or “study of Dutch”—was the Japanese’s 
comprehensive study of the Dutch, through which Japan was able to learn about the scientific and 
technological revolutions occurring in the West. (An example of the science involved in military music 
includes its use for military signaling.)  Rangaku was one of the stepping-stones that facilitated the swift 
modernization.  
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only practical in military contexts. Unlike the pervasive influence of Protestant hymnody, 
Dutch military music did not have major influence beyond Japanese military music. 
 
 Court musicians  
 As Japan’s national army was gaining strength and size by unifying smaller 
military units spread across the country, the court musicians at the imperial palace in 
Tokyo sought to use music at the newly inaugurated government’s official ceremonial 
events. In 1874, the court musicians submitted a formal request to the government for 
permission to learn and receive training in Western classical music, following what had 
already occurred in military bands (using the principles from Rangaku to learn to play the 
woodwind/brass instruments).13 The court musicians started with mostly wind and 
percussion instruments as used in the military, and it was from this group that the first 
Japanese instrumental teachers and educators emerged.14  
 
Education System 
 The education system officially announced music as part of the school curriculum 
in 1872, and by the late 1870s, Western classical music was included in school textbooks 
for young students.15 Singing was to be part of the elementary school curriculum, while 
instrumental music was to be taught at the middle-school level. This music education was 
based on Dutch, French, and American models. Suitable teaching materials and 																																																								
13 Yasuko Tsukahara, Jukyu seiki no Nihon ni okeru Seiyo ongaku no juyo [The Reception of Western 
Music in Nineteenth-century Japan] (Tokyo: Taka Shuppan, 1993), 16-84. 
14 Tsukara, Jukyu seiki, 20-50.  
15 The implementation of music education in schools was impractical at first due to lack of pedagogical 
resources. For an unknown reason, the government withheld the actualization of music education and 
instruction in schools for nearly a decade. The Ministry of Education, for the time being, implemented 
some knowledge of Western music, starting from the first grade in elementary schools. (Eppstein, The 
Beginnings, 21). 
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pedagogical resources were scarce at first, and the Dutch and French systems were the 
first models to be followed. In 1872, the Government Order of Education designated 
music as a regular school subject, just as the Dutch and French included music as a 
requirement in their elementary schools. The implementation of music as a required 
subject in schools was based on these publications: Oranda Gakusei [the Dutch School 
System] of 1869, and Futsukoku Gakusei [the French School System] of 1873, which 
were originally from those countries, and translated and published by M. Uchida and Y. 
Kawatsu/T. Sazawa, respectively.  
 American pedagogue David Page’s “Theory and Practice of Teaching” (1894) 
was one of the fundamental teaching resources used at the elementary-school level. 
Translated as Peiji-shi kyojyuron [“Mr. Page’s Pedagogy”], this work emphasized singing 
in early music education, not necessarily for its artistic merits but for its practical aspects, 
which were thought to include character building, maintaining good order, clear 
pronunciation, and strong literacy skills.16 This somewhat “utilitarian” approach to music 
education may have seemed attractive to Japanese educators, as was the case with 
military music. The reason for the inclusion of music instruction in the school system 
remains unclear, but it is probable that it fell within a package deal of “all-around 
modernization” or a “catch-up process to the West,” without much scrutiny of the 
particular merits of Western-style music education.  
 In Tokyo in October 1879, the Ministry of Education, Science and Culture 
established the “Music Research Institute”—the original name of this office was Ongaku 
Torishirabe Gakari [Music Investigation Office], which soon changed to Ongaku 																																																								
16 David Perkins Page, “The Theory and Practice of Teaching,” in The Life and Work of David P. Page, ed. 
James Mickleborough Greenwood (Chicago: Werner Co. 1894).  
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Torishirabe Dokoro [Music Investigation Bureau].17 In 1887, the government established 
the Tokyo Ongaku Gakkou [Tokyo Academy of Music] right next to the Music Research 
Institute. This Academy (and the Research Institute) later became Japan’s first and most 
prestigious public music institute. The Academy’s name changed to the Tokyo Geijyutsu 
Daigaku [Tokyo University of the Arts] in 1949, when the government officially 
established the institution as a university, combining the Academy of Music with the 
Tokyo Academy of (visual) Art. The University still remains the “top-notch” school of 
fine arts in Japan, and now has four campus locations across the country. The incipient 
flourishing of the Western music scene in Japan, including chamber music, originated 
from this institution.  
The nations that were involved in the introduction of Western classical music to 
Japan are Spain, UK, Netherlands, France, and the USA. It is unclear how Japan’s 
relationships with these nations affected the growth of early Western classical music in 
Japan, but it is interesting that Germany does not seem to be a part of these initial steps. 
However, Germany turns out to be the single most preferred country for study abroad, for 
the members of string quartets from 1989. This aspect is discussed more in detail in 
Chapter 3 (Ensembles).  
 
II. First Steps of Chamber Music and Mr. Toshio Kuronuma 
 The first documented Western music concert in Japan took place at the Music 
Research Institute on July 20, 1885.18 The concert was part of the Institute’s graduation 
ceremony, and was held at Ueno Park where the Institute was (and still is) located. The 																																																								
17 Yawara Watanabe and Hajime Koumatsu, Toshio Kuronuma to Nihon no Gengaku Shijyusoudan [Toshio 
Kuronuma and the String Quartets in Japan] (Tokyo, Japan: Yufuin Ongakusai, 1994), 120. 
18 Hiroshi Endo, Meiji Ongakushiko [Musical thoughts during Meiji] (Tokyo: Yuhodo, 1948), 198-245. 
 16 
musicians who performed at this notable concert were the graduating students and faculty 
members of the Institute.  
 The graduation ceremony concert program mixed Japanese traditional and 
popular music with Western classical music.19 More specifically, chamber music and solo 
pieces made up the Western music portion of the concert. (The first orchestral 
performance, which included Beethoven’s First Symphony, took place two years 
following this event, and was also given by the members of the Institute.20)  The 
performed repertoire comprised arranged versions of C. Faust’s Therese-Waltz and J. 
Haydn’s String Quartet Op. 76/4, performed by a notably small chamber ensemble, made 
up of: Hisayori Ono (violin), Noritsugu Tsuji (viola), Sanemichi Ue (cello), Yoshihisa 
Oku (flute), and Franz Eckert (conducting).21 Each of these musicians would eventually 
devote themselves to pioneering Western classical chamber music in Japan.22  
 The first documented string quartet concert in Japan took place on April 8, 1896, 
and was performed by the first group of alumni from both the Music Research Institute 
and the Tokyo Academy of Music.23 The quartet members were Nobu Koda (first violin), 
Genichiro Yamada (second violin), Benjiro Nossho (viola), and Kenpachi Hiruma (cello).  
																																																								
19 See Appendix B, Concert Program I, for the entire concert program order (in German). The section with 
chamber music is marked with brackets.  
20 Atsuko Watabe-Gross, Einführung der europäischen Musik in Japan 1855-1888: kulturpolitische Aspekte 
eines Paradigmenwechsels [Introduction of European Music in Japan 1855-1888: Cultural and Political 
Aspects of a Paradigm Shift] (Hamburg, Germany: Gesellschaft für Natur- und Völkerkunde Ostasiens, 
2007), 155–180. 
21 Watabe-Gross, Einführung, 178. This document contains concert program orders for both 1885 and 1887 
Music Research Institute musical events, which are known to be Japan’s first concerts that contained 
Western music.  
22 Hisayori Ono (violin) was Japan’s very first accomplished violin instructor. The Ono family generated 
accomplished violinists over three generations. Each violinist formed string quartets, and contributed to the 
growth of the genre in Japan. Hisayori was initially a court musician along with Sanemichi Ue (cello); both 
were appointed as Japan’s first string-instrument educators at the Institute.  
23 Watanabe and Koumatsu, Toshio Kuronuma, 123. 
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The training and careers of the quartet’s first violinist, Nobu Koda, and her 
younger sister Ko, merit further discussion.24 Paula Gillett documents in her book, 
Musical Women in England 1870-1914, the upsurge of women playing the violin in the 
late nineteenth and early twentieth centuries; and from the evidence I have seen, this 
phenomenon also seemed to occur in Japan.25 Nobu (1870–1946) and Ko (1878–1963; 
her last name changed to Ando after she married in 1905) were the first female violinists 
to make professional careers there. When Nobu was nineteen years old, she went to 
Boston for one year to study with Émile Mâle as the first music intern from Japan’s 
Ministry of Education; she then went to Vienna for five years to study with Joseph 
Hellmesberger Jr.26  
 Ko Koda, the younger sister, learned violin from Rudolf Dietrich at the Tokyo 
Academy of Music, and graduated from the school in 1896. In 1900, she also studied at 
the Hochschüle für Musik in Berlin. Nobu and Ko were the first students sent overseas to 
receive more advanced training. Later in life, they had the opportunity to study briefly 
with Joseph Joachim in Berlin. Upon their return to Japan from Austria in 1896, their 
careers as promising violinists and chamber musicians began with an alumni concert at 
the Tokyo Academy of Music. At the age of twenty five, Ko was appointed director of 
the Tokyo Academy of Music (following Rudolf Dittrich). Nobu, who was also 
accomplished in viola and piano, became the violin professor at the Academy that same 
																																																								
24 Margaret Mehl, “A Man’s Job? The Koda Sisters, Violin Playing and Gender Stereotypes in the 
Introduction of Western Music in Japan,” Women’s History Review 21, no. 1 (February 2012): 101-120. 
25 Paula Gillett, Musical Women in England, 1870-1914 (New York, NY: St. Martin’s Press, 2000), 77-
109. 
26 Joseph Hellmesberger Jr. (1855 – 1907) Austrian violinist; in 1885, he became the leader of his father’s 
string quartet, the Hellmesberger String Quartet (1849 – 1870?). The quartet’s major accomplishment was 
in establishing itself as one of the important ensembles in Vienna, by specializing in the works of 
Beethoven, Brahms, and Schubert, and premiering several works of Brahms and Schubert. It also 
commissioned and premiered Dvořák's String Quartet No. 11 Op. 61 in 1881. 
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year (1903).27 The sisters devoted themselves to solo and chamber music in Japan after 
their return from their prestigious overseas training. On their musical success, one music 
critic commented that: “it is a true honor that the starting point of the Japanese string 
quartet genre was accomplished by the violinists [Koda sisters] who had their training 
from Europe’s premium musicians such as Joachim, his student Mâle, and 
Hellmesberger.”28  
 Nobu Koda also participated in the first performance of a Beethoven’s string 
quartet in Japan, which took place on December 15, 1907 at the Tokyo Academy of 
Music. The performers included Nobu and three European string teachers at the institute, 
and they played Beethoven’s String Quartet Op. 18/4. The performers’ training in 
European methods, along with their distinguished reputations, have led to the general 
agreement that this concert ranked among the greatest technical and musical feats during 
the Meiji Era.29 
 Information on the Koda sisters’ training in the USA and Europe remain scarce, 
as only minimal accounts and records exist, but it is emphatically understood that their 
training in “mainstream” Western methods of violin playing (including string quartet 
studies) made a great impact on the sisters’ careers.30 Mr. Yawara Watanabe mentions 
that, “the stream of Europe’s finest traditional string quartet methods that originated from 
																																																								
27 Rudolf Dittrich (1861 – 1919) was the director of the Tokyo Academy of Music after Shuji Izawa. 
Originally from Austria, he is regarded as one of the first European musicians who played a major role in 
successfully bringing Western music to Japan. He was skilled in violin and organ, and studied with Anton 
Bruckner. He also composed several Japanese songs, Nippon Gakufu (two sets of Japanese popular songs 
collected and arranged for the Pianoforte), some of which actually appear in Puccini’s Madame Butterfly.  
28 Watanabe and Koumatsu, Toshio Kuronuma, 124. In 1896, the year of the first string quartet concert, 
Takane Fujino published a famous review of the performance in the journal, Teikoku Bungaku [Empire’s 
Literature]. Fujino was a respected and well-known critic at the time.  
29 Watanabe and Koumatsu, Toshio Kuronuma, 124.  
30 Mehl, A Man’s Job?, 101-120.  
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Haydn…definitely permeated the first page of the string quartet genre in Japan through 
the Koda sisters.”31  
 The country’s first professional string quartet (the first that was fully supported by 
its activities only), the Ono String Quartet, emerged only a few years after Japan’s 
premiere of one of Beethoven’s string quartets. Its membership included Hisahara Ono, 
Sunao Otsuka, Jun Kawakami, and Kousaku Yamada. The first violinist, Hisahara Ono—
the son of the previously mentioned Hisayori Ono, the first violin pedagogue in Japan—
graduated from the Tokyo Academy of Music in 1907. He went to Berlin in 1912 to 
study with Willy Hess, who also taught Adolf Busch. Hisahara also had the chance to 
meet and study with Eugène Ysaÿe and Mischa Elman during his stay in Germany.  
Sunao Otsuka (1885 – 1945) graduated from the Tokyo Academy of Music in violin, and 
became a professor at the institute soon after. He is known also as a composer. Jun 
Kawakami graduated from the Tokyo Academy of Music in violin and viola 
performance. He also became a string professor at the institute soon after his graduation.  
 Kosaku Yamada (1886 – 1965), also known as Kósçak Yamada in Western music 
literature, graduated from the same Academy in vocal performance. Proficient in many 
instruments, he played the cello in the Ono String Quartet. Kousaku is widely known as a 
composer. He studied composition in Berlin and the USA, and he composed nearly 1600 
pieces during his lifetime. His compositions include songs, choral works, piano pieces, 
orchestral and chamber works, and operas, including Kurofune [The Black Ships], 
considered one of the most famous Japanese operas. His songs count to nearly 700, and 																																																								
31 Mehl, A Man’s Job?, 115; three members of the Excelsior, of the Lotus, and of the Classico (three of the 
seven string quartets discussed in Part Two) are women. It seems that there is no distinguishable gender 
issue for women to be playing string instruments professionally in Japan, at least not in the string quartet 
scene, where there seems to be a near equal balance of men and women (in terms of numbers and level of 
artistry).  
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they include songs for schools, municipalities, and companies, which are even sung 
nowadays.32  
 In February 1909, the Ono String Quartet gave its debut at the Kanda Seinen 
Kaikan [Kanda Youth Hall].33 The quartet’s concert included Beethoven’s Op. 18/4 
allegro con brio, Haydn’s allegro (piece unknown), Bach’s Aria in G minor, Mozart’s K. 
387 molto allegro, and the entirety of Haydn’s Op. 76/3 “Emperor.” Fitting a preference 
for variety, other classical pieces were also programmed, including Kousaku Yamada’s 
performance of Schubert Lieder and Hisahara Ono’s performance of Bériot’s violin 
concerto. Following the quartet’s debut, the ensemble members actively involved 
themselves in giving concerts and spreading chamber music. Their second regular concert 
took place in November 1909 at the Kanda Baptist Center Hall, where they performed 
mostly works of Mozart. They also appeared in several events at the Tokyo Academy of 
Arts.34  
 Another remarkable chamber music performance took place in early 1909. In 
March that year, the concertmaster of the Berlin State Opera Orchestra, Leopold 
Przemyslaw, visited Japan on his way to the USA. He is also known to have studied with 
Joseph Joachim. He gave three solo performances in Tokyo, one of which contained a 
performance of the solo part from Richard Strauss’s Ein Heldenleben [A Hero’s Life], 
possibly in tribute to the Japanese emperor.35 During his stay in Japan, Przemyslaw 
played the first violin in a performance of a Dvořák’s work (specifics unknown), along 																																																								
32 Masakata Kanazawa and Yo Akioka, “Yamada, Kosaku,” Grove Music Online, Oxford Music Online, 
Oxford University Press, accessed January 25, 2016, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/30669. 
33 The members of the quartet first appeared at the hall six months earlier as part of their charity concert 
program. 
34 Watanabe and Koumatsu, Toshio Kuronuma, 125. 
35 Watanabe and Koumatsu, Toshio Kuronuma, 126. 
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with Ko Koda (second violin), August Junker (viola), and Heinrich Werkmeister (cello). 
These three string players were admired musicians in Japan at the time, as each had 
European training.  With the exception of Junker, the quartet members had connections 
with Joachim.36 Though it was only a one-time event, this quartet gave a performance 
that was historically remarkable for its unprecedentedly renowned members.    
 The Koda Sisters String Quartet was also active during the same time, and 
included players of different nationalities. In addition to the Koda sisters on second violin 
and viola, August Junker played the first violin and Heinrich Werkmeister the cello. The 
quartet was not considered “professional” since all the members already had faculty 
positions at the Tokyo Academy of Music; however, many critics recognized the Koda 
Quartet as artistically superior to the Ono.37 The Koda Quartet did not play outside of the 
Academy often, but its outstanding performances attracted many chamber music fans.  
 Many of the individuals mentioned in this section gathered together to found the 
Tokyo Huhiruharumoni- Kai [Tokyo Philharmonic Association] in 1910, which had the 
stated purpose of spreading Western chamber music in Japan through regular 
performances and through the creation of more opportunities for classical music 
performances.38 A handful of wealthy music fans sponsored the inaugural foundation of 
this association. Anyone could be admitted as a member, but costly membership fees and 
																																																								
36 August Junker (1871 – 1946) was born in Germany, and studied with Johannes Brahms, Joseph Joachim, 
and Joachim’s string quartet members. He served as the concertmaster of the Berlin Philharmonic 
Orchestra in 1890 and of the Cologne Philharmonie, and also played as the first violist of the Chicago 
Symphony Orchestra prior to moving to Japan. His first visit to Japan was in 1899, and he became 
professor at the Tokyo Academy of Music. He left Japan for some time, and revisited in 1939. He spent his 
last days there.  
   Heinrich Werkmeister (1883 – 1936), also born in Germany, studied cello with Robert Hausman, 
chamber music with Joseph Joachim, and harmony and composition with Hugo Wolf. He was invited to 
become the cello professor of the Academy in 1909. He left Japan and revisited in 1931. 
37 Watanabe and Koumatsu, Toshio Kuronuma, 126. 
38 Watanabe and Koumatsu, Toshio Kuronuma, 127. 
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the high abilities of the professional players intimidated amateur players. Continuing until 
1926, the association sponsored many chamber music concerts and contributed greatly to 
the blossoming string quartet scene in Japan. Chamber music activities—including but 
not limited to string quartets—between 1912 and 1989 are described chronologically in 
Chapter 2, detailing the ensembles and their activities.  
 Japan’s “golden age” of Western classical music arose right after World War II. 
Soon after the country’s surrender in 1945, any type of music that recalled militarism 
and/or imperialism (i.e. songs with such lyrics or military music) was censored from all 
types of broadcasts; and public performances of such music were strictly prohibited. This 
incongruously opened more opportunities for Western classical music—especially 
chamber music—to be more easily accessible by the Japanese public. Right after the war, 
members of the labor union formed numerous local “culture appreciation groups” 
(Kanshou Dantai) for the purpose of exposing people to more art, music, and literature of 
both Japanese and the West. Amateur classical musicians became more dynamic at this 
time also, increasing their musical activities. Mr. Watanabe writes that   
before the war, chamber music did not attract the public that well, but it 
rapidly gained its audience right after the war. It was difficult to form 
large ensembles at such chaotic times, and it was only practical for the 
musicians to use their initial network to start from chamber music.39 
 
In the following years, several professional large ensembles (besides the Tokyo 
Philharmonic Orchestra) were formed, namely the NHK Salon Ensemble and the Nippon 
Philharmonic Orchestra.40 They still exist today as the most prestigious ensembles in the 
country. Many of the members of the large ensembles were busy with chamber music and 
																																																								
39 Watanabe and Koumatsu, Toshio Kuronuma, 27. 
40 The Tokyo Philharmonic Orchestra had already been founded in 1911. 
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string quartet activities. All this was possible because classical music in general was 
viewed as something detached from the political hardships and ambiguities of the time; it 
offered a retreat to a “safe” topic and space.    
 
Mr. Toshio Kuronuma 
 The cellist Mr. Toshio Kuronuma (1918 – 1992) was probably the most 
noteworthy figure in the growth of chamber music, especially in the string quartet genre, 
in Japan immediately after World War II.41  His talent became known to the world when 
NHK broadcast his live solo performance.42 He was not the best-known musician at the 
time, but he was always at the center of the most significant chamber music ensembles, 
events, and musicians. He was one of the first and the most active musicians right after 
the war, advocating not only chamber music but also Western classical music in general. 
Kuronuma was originally a member of the Tokyo Philharmonic Orchestra.  
 In 1945, NHK established a small chamber ensemble, the NHK Salon Ensemble, 
with the instrumentation of string quartet, flute, clarinet, oboe, and piano. Kuronuma was 
selected as a member in 1953. As a small chamber orchestra, this ensemble would 
arrange music to fit its instrumentation, often not requiring the presence of a conductor. 
The musicians were selected mostly from the best players of the NHK Symphony or the 
Tokyo Philharmonic Orchestra (which were the two top orchestras in the country at the 
time), as the nature of the group necessitated high technical and musical competency 																																																								
41 Yawara Watanabe wrote a biography of Kuronuma (Kuronuma Toshio Shoden, 1994), depicting the 
cellist’s life and his major accomplishments. In my discussion with Mr. Watanabe, I learned that he had a 
personal connection with Kuronuma, though this is not mentioned in the biography. The full account of 
Kuronuma’s life and his footsteps in chamber music, including the list of his performances, can be found in 
the Shoden.  
42 Nippon Hōsō Kyōkai [Japanese Broadcasting Corporation] is Japan’s national public broadcasting 
corporation; it started as the national radio broadcasting service.  
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from every member. This ensemble became the foundation of Kuronoma’s involvement 
in chamber music and string quartets. The ensemble called itself the Rameau Chamber 
Orchestra, for non-NHK events. The string quartet within the ensemble was also active, 
and used the name “Rameau String Quartet”. This was Kuronuma’s first professional 
string quartet. The Rameau Ensembles, both chamber orchestra and string quartet, were 
the country’s most competent chamber music groups at the time. They successfully 
promoted not only classical repertoire but also romantic and twentieth-century music, and 
Kuronuma was at the core of this chamber music movement. The Rameau String Quartet 
is described further in the next chapter. 
 Kuronuma’s legacy in spreading chamber music and string quartet repertoire 
would not have been complete without the presence of Mari Iwamoto (1926 – 1979), who 
was an accomplished violinist and chamber musician. Probably one of the most 
celebrated female Japanese violinists in mid-twentieth century along with the Koda 
sisters, she began her career as a violinist by winning the sixth All Japan Music 
Competition at the age of eleven in 1937.43  Two years later, she gave her debut recital 
and her debut concert with the New Symphony Orchestra. Her first encounter with 
Kuronuma was in 1953, when she was invited to play Chausson’s Concert for Violin, 
Piano and String Quartet Op. 21 with the Rameau Ensemble. This performance was so 
successful that the ensemble and Mari performed this piece ten more times in the next 
three years. Kuronuma and Mari later formed the Iwamoto Mari String Quartet, the 
ensemble with the greatest talent and artistry in the history of Japanese string quartets.   																																																								
43 Nihon Ongaku Konku-ru, sponsored by NHK and the Mainichi Newspapers, is Japan’s oldest national 
competition in voice and instruments for young musicians (under thirty five years of age). This competition 
is known as the gateway to a musician’s success if one places. It held its first competition in 1932. A full 
list of winners since 1932 can be found on Mainichi Newspaper Classic website: http://oncon.mainichi-
classic.jp/prize/index.shtml  
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 Large ensembles such as orchestras and bands were rapidly expanding in numbers 
and members in Japan in the 1960s. Many orchestra members would form chamber 
ensembles to perform outside of orchestral concerts. Among these was a group drawn 
from the Japan Philharmonic Orchestra, established in 1956. The concertmaster, Broadus 
Erle, formed a string quartet with the principal string chairs (Kuronuma was the principal 
cellist of the Philharmonic at this time), and called the ensemble the “Erle String 
Quartet”.44 An expert in new music, Erle endeavored to present post-Romantic and 
twentieth-century music. Kuronuma developed his interest and education in new music 
through working with this American violinist, which eventually opened opportunities for 
Kuronuma to participate in American music festivals, such as the Marlboro Music 
Festival, in the coming years. The quartet’s fine performances were often broadcast on 
the art channels on television and radio. 
 Kuronuma’s interest in chamber music only grew even after Erle left Japan when 
his term with the orchestra ended. Kuronuma’s continuing passion and involvement in 
chamber music outside of his orchestra position became so significant that he decided to 
leave the Japan Philharmonic in 1963 to become a “full-time” chamber musician. One of 
Kuronuma’s accomplishments as a chamber musician was forming a piano trio with Mari 
Iwamoto (violin) and Shoji Tsubota (piano). This piano trio was regarded highly; the 
members’ skills as individuals and as a group were such that no other trios in the country 																																																								
44 Broadus Erle (1918 – 1977), American violinist, served as the concertmaster of the Philharmonic from 
1956 to 1960; he served as the concertmaster of the MGM Symphony Orchestra and the Columbia 
Symphony Orchestra prior to this appointment. A graduate from the Curtis Institute of Music, he studied 
with Alexander Bloch. He was an active chamber musician also: he was the first violinist of the New Music 
Quartet with Matthew Raimondi, Walter Trampler, and Claus Adam. After his service in Japan, he joined 
the Yale University as a faculty. He was the first violinist of the Yale String Quartet for years to come. See 
Julie Manierre-Mann, “Erle, Talented Boy Violinist, Gained Fame at Early Age,” Sarasta Herald-Tribune, 
April 29, 1935, accessed January 24, 2012, 
https://news.google.com/newspapers?id=mYQcAAAAIBAJ&sjid=RmQEAAAAIBAJ&pg=5170,2096655
&hl=en. 
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could surpass them. This ensemble gave the first performance of all of the Beethoven 
piano trios at the Fuji Seitetsu Concert Series in 1965.45 These live performances were 
broadcast on radio in nearly all of Japan except the southern islands, and the event 
launched the trio’s Japanese concert tour in response to many invitations from the local 
Kansho Dantai [Culture Appreciation Groups] and the municipalities. This trio gave 
more than thirty concerts before Iwamoto and Kuronuma formed their string quartet in 
1967. The next chapter focuses on the details of the string quartet ensembles and chamber 
music activities in Japan from 1912 to 1979, identifying several ensembles and activities 
during this period in order to support the idea that the chamber music scene had started to 
fully blossom in the country, even producing ensembles of high artistry, by the end of the 
1970s.
																																																								
45 The Fuji Seitetsu Concert was an NHK TV program that was broadcast every Saturday night from 9pm 
to 10pm. The program was one of the efficient mediums through which chamber music was spread to the 
public.   
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Chapter 2: String Quartets of Japan, 1912 to 1989  
 This chapter discusses and highlights the major string quartet and chamber music 
activities from early 1912 to 1979 in Japan, describing each ensemble and its 
contributions to the chamber music scene. Something like this is not found in the Western 
secondary literature; I received most of the information from Mr. Hajime Koumatsu, 
music critic and musicologist, either directly or from his published articles. Mr. 
Koumatsu published a series of short articles in Sutoringu (Japanese music journal, 
similar to the Strings in the West) on Japanese string quartets that existed from 1912 to 
1979. The articles were published between April 2011 and November 2012. I also met 
with him in person in April 2014 in Shibuya, Tokyo. Apart from Mr. Koumatsu, 
information on these chamber ensembles was gathered from other musical journals, 
biographical accounts of a few musicians, and through personal correspondence with 
concert hall managers (Ms. Mai Kikuchi and Ms. Kazumi Minoguchi). This chapter 
serves to support the idea that the string quartet and chamber music scene was quite 
active, especially between the 1940s and 1970s, even producing string quartets of high-
level artistry.  
The subchapters are divided into: I. 1912 to 1926 (the Taisho Era) and II. 1926 to 
1989 (the Showa Era).1 The discussion of the Showa Era is divided further into four 
subsections, as the era is more than sixty years long and produced a larger number of 
string quartets and chamber music activities. This division follows Mr. Koumatsu’s 
division of the eras in his articles. Some string quartets are discussed in more detail than 																																																								
1 The subdivision of this chapter somewhat follows the calendar years of the Emperors’ reign, i.e. the 
Taisho Era 1912-1926, and the Showa 1926-1989.  The Heisei Era has been in place since 1989. It is still 
common in Japan to use the Emperors’ reign calendar years when counting the years, especially when 
documenting one’s birth years. Though not a Japanese native, I would often need to write “Showa year 59 
(instead of 1984), April 9” when documenting my birth date. 
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others. The table below summarizes the string quartet ensembles that are highlighted in 
this chapter.   
Table 2.1 String Quartets; 1912 - 1989 
Taisho Era 
(1912 – 1926) 
Showa Era 
(1926 – 1989)  
1926 – 1945 1945 – 1953 1953 – 1966 1966 – 1989 
Court 
musicians, 
Haydn SQ, 
Jupiter SQ 
New Symphony 
Chamber 
Ensemble, 
Suzuki SQ, 
Tokyo (Lass) 
SQ, 
Pro Musica SQ, 
New Symphony 
SQ 
Japan SQ, 
Rameau SQ 
Pro Musica SQ, 
NHK 
Symphony SQ 
Iwamoto Mari 
SQ 
 
1. 1912 – 1926 (Taisho Era) 
 The end of the Meiji Era in 1912 and the beginning of the Taisho Era can be 
characterized by the blooming of operatic music in Japan, and by the numerous foreign 
opera singers and musicians who visited the country.2 Unlike the years leading up to the 
1900s during when live performances were the only primary source of music, the 
dissemination of recordings in the early twentieth century enabled the rapid spread of all 
kinds of classical music in Japan, especially vocal music.3 Chamber music and string 
quartets nonetheless continued their growth, following the footsteps of the exemplary 
ensembles such as the Ono String Quartet, the Koda Sisters String Quartet, and other 
musicians who were highlighted in the first chapter.4  
 The court musicians gathered together in 1913 to give a concert at the Kanda 
Seinen Kaikan [Kanda Youth Hall], which had become the mecca for chamber music in 																																																								
2 Yawara Watanabe and Hajime Koumatsu, Toshio Kuronuma to Nihon no Gengaku Shijyusoudan [Toshio 
Kuronuma and the String Quartets in Japan] (Tokyo, Japan: Yufuin Ongakusai, 1994) 14. 
3 Watanabe and Koumatsu, Toshio Kuronuma, 14. 
4 Watanabe and Koumatsu, Toshio Kuronuma, 15. 
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Japan by this time. Sponsored by the Kuroneko Company, one of the country’s largest 
delivery and communication companies, this concert became more of a string quartet 
recital. The string quartet comprised four court musicians who gave performances of 
pieces arranged for string quartets such as Haydn’s Serenade, Boccherini’s Menuet, 
Mozart’s Ave Verum Corpus, and Schubert’s Moments Musicaux.5 The violinists of this 
group later became the member of the Tokyo Symphony Orchestra.  
 Some court musicians formed another string quartet, and entitled the ensemble the 
“Haydn String Quartet”, possibly symbolizing its hope for starting a strong string quartet 
era in Japan by borrowing the name of the first master in classical string quartet 
composition.6 The leader of this quartet was Y. Shiba, who also served as the professor at 
the Tokyo School of Music. Other members of the quartet included descendants of 
Hisayori Ono, the first violin educator in Japan. There seems to have been some member 
changes during their existence, but the Haydn String Quartet continued to give concerts at 
various venues such as concert halls, colleges and universities, and festivals. In 1918, at a 
festival celebrating the hundredth year anniversary of Charles Gounod’s (1818 – 1893) 
birth, the Haydn String Quartet performed all three of Beethoven’s “Razumovsky” 
Quartets (Nos.7-9) Op. 59.7 
 In the same year, Yuji Sueyoshi, a court musician, founded the Jupiter String 
Quartet.8 Members were Sueyoshi himself as the leader and first violinist, D. Kurihara 
(violin), J. Otsuka (viola), and M. Date (cello), and all were court musicians. Until this 
time, it was normal for a string quartet concert to be composed of mixture of vocal 																																																								
5 Watanabe and Koumatsu, Toshio Kuronuma, 17. 
6 Hajime Koumatsu, “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made [String Quartets 
of Japan: from Meiji Era to Excelsior],” Sutoringu 26, no. 4 (April 2011): 84-86. 
7 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 86. 
8 Watanabe and Koumatsu, Toshio Kuronuma, 18. 
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pieces, instrumental solo works, and string quartet repertoire: the Jupiter String Quartet 
was the first ensemble in Japan to insist on just having string quartet repertoire in its 
concert program.9 At their concert in 1923, the group performed Mozart’s String Quartet 
No. 17 “Hunt,” Bach’s Aria, Beethoven’s Menuet for Septet (arranged for string quartet), 
Schubert D. 168, and Tchaikovsky’s Scherzo, and the Lento from Dvořák’s String 
Quartet No. 12 Op. 96 “American.”10 Though the pieces were mostly single movements 
from major works by various composers, the Jupiter Quartet was regarded as influential 
and vital in the string quartet scene, for their persistence in giving only string quartet 
repertoire, which eventually became the norm in Japan.   
 
2. 1926 – 1989 (The Showa Era) 
 The sixty-four years between 1926 and 1989 were under the reign of the Emperor 
Showa (thus the Showa Era), and it was a time of abundance for musicians and musical 
ensembles in Japan. Some struggles along the way were inevitable due to the unstable 
economy and World War II, but many musicians managed to continue to pursue careers 
in classical music.11 Several world-class (foreign) musicians visited Japan, such as 
Jacques Thibaud, Friedrich “Fritz” Kreisler, and Joseph Szigeti.12 The New Symphony 
Orchestra kept up its regular concerts, and many string players in the orchestra formed 
string quartets. Mr. Koumatsu describes the early Showa Era as characterized by string 
quartets formed by orchestra members, and he sees this trend continuing and spreading to 
																																																								
9 Watanabe and Koumatsu, Toshio Kuronuma, 17. 
10 Watanabe and Koumatsu, Toshio Kuronuma, 18. 
11 Termed the Showa Financial Crisis, the financial panic occurred in 1927. The economic slowdown in the 
early 1920s (after the business boom during the World War I) and the Great Kanto (Tokyo and surrounding 
prefectures) Earthquake in 1923 are said to have been the triggers for this economic depression.   
12 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 84. 
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other orchestras until the mid-twentieth century.13 The Showa Era will be discussed in 
four sections: a. 1926 – 1945; b. 1945 – 1953; c. 1953 – 1966; and d. 1966 – 1979. 
 
a. 1926 – 1945 (New Symphony Chamber Ensemble, String Quartets: Suzuki, 
Tokyo, Pro Musica, New Symphony) 
 
The New Symphony Chamber Ensemble 
 A few members of the New Symphony Orchestra had pre-formed a string quartet 
and given a quartet concert several months before the official inauguration of the 
Symphony in 1926. The quartet members were Josef König, Tamaki Maeda, Jyo Ike, and 
Hideo Saito (in the order of first violin to cello; the members will be named in this order 
from this point unless otherwise noted). Josef König was born in the Czech Republic in 
1853, and he studied with Antonín Dvořák. He was the concertmaster of the Russian 
National Theater Orchestra, but he came to Japan in 1925, and contributed much to the 
growth of orchestras.14  
 The quartet’s Hideo Saito (1902 – 1974) became one of the central figures in the 
cultivation of Western classical music in Japan as a cellist, composer, and educator.15 He 
went to Leipzig in 1923 to study with Julius Klengel and Emanuel Feuermann, and when 
he returned to Japan in 1927, he was immediately appointed as the principal cellist of the 
New Symphony. Soon after the war ended in 1945, Hideo decided to become active in 
music education. He first opened a school for conducting and he promoted chamber 
music societies, believing that the Western musical traditions could successfully be 
embedded by building on the strong Japanese respect for arts and culture. He advocated 																																																								
13 During a personal conversation with him in April 2014. 
14 Hajime Koumatsu, “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made [String Quartets 
of Japan: from Meiji Era to Excelsior],” Sutoringu 26, no. 12 (December 2011): 67. 
15 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 68. 
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teaching young musicians in their teens, and he urged the Toho Gakuen School of Music 
to start the Music High School in 1952.16 A few years later, Toho Gakuen established the 
College of Music, which has become Japan’s leading music institute along with the 
Tokyo Academy of Music. In 1964, he took the Toho Children's Orchestra on tour to the 
USA and later to Russia and Europe. In 1974, he prepared the orchestra for another major 
tour, but he died just before its scheduled departure. His pupils decided that the greatest 
tribute to him would be to continue the orchestra tour as scheduled, and it was done so 
under the baton of Seiji Ozawa, a student of Hideo Saito.17 In remembrance of Hideo 
Saito, the Saito Kinen [Commemoration] Festival was established at Matsumoto in 1992, 
and has been an annual festival ever since.18  
 
Suzuki String Quartet 
 It is not known widely, but Shinichi Suzuki (1898 – 1998), the famous string 
pedagogue and the founder of the Suzuki Method, also formed a string quartet with his 
siblings (Kikuo, Akira, Mimio), in March 1928.19 The quartet based its activities mostly 
in the western part of Japan, around the Osaka area, but the group gave their Tokyo debut 
at the Seinen Kaikan Hall in October 1928. All accomplished musicians, Shinichi and his 
siblings had received their training both in Japan and Europe. Shinichi studied with the 
Koda sisters in Japan and Karl Klinger (Joachim’s student and the violist of the Joachim 
String Quartet) in Berlin. The Suzuki Quartet actually made recordings, which are rare 
items for this period and are coveted by string quartet fanatics. Mr. Koumatsu rates their 																																																								
16 According to the school website on its brief history, the Toho Gakuen School of Music was founded in 
1948 in Tokyo, initially as a music school for children.  
17 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 68. 
18 For the details of the festival in English, refer to http://www.Saito-kinen.com/e/  
19 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 69. 
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recording as “equivalent to the European technique and artistry of the time.”20 The 
quartet existed only for a few years, but their elevated level of performances and 
recordings have certainly become an exemplary model for subsequent string quartets.  
 
Tokyo String Quartet (Lass String Quartet) 
 There have been a few string quartets entitled the “Tokyo” since the early 
twentieth century, and the most familiar one is perhaps the Tokyo String Quartet, which 
emerged from the Juilliard School of Music in 1970 (hereafter, this particular ensemble is 
notated the Tokyo (Juilliard) String Quartet); however, the very first string quartet that 
used this metropolitan label was actually founded forty years earlier.21 The members 
were Boris Lass from Ukraine, Gen Fukui, Tsuneaki Fujita, and Fukashi Oki. The string 
quartet is sometimes called the Lass String Quartet in order to distinguish among other 
“Tokyo String Quartets” that emerged in later years.22 The city of Tokyo was where all 
the music and art were taking place, but it was not until this year that the metropolis’s 
name was used in a chamber ensemble deliberately to represent the city’s advancement in 
art and culture. Modeling after European and American metropolis-named string quartets, 
Lass took the initiative to form the Tokyo String Quartet as the city’s representative 
chamber ensemble, while ensuring it was equipped with artistry deserving its name. 
According to Mr. Koumatsu’s memory, this ensemble was praised for its dedication to 
																																																								
20 Hajime Koumatsu, Sekai no Gengaku Shijyusoudan to Sono Reko-do: Nihon [Strings Quartets of the 
World and their Recordings: Japan] (Tokyo: Quartett Haus Japan Ltd., 2013), 62-63. 
21 In my email correspondences with Mr. Tully Potter, he commented that the Tokyo (Juilliard) String 
Quartet “…has now descended into a farcical ensemble with only one founder member, travelling the 
world giving ‘heritage’ concerts.” Tully Potter, email message to the author, January 25, 2012. 
22 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 69. 
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giving concerts outside the metropolitan area in order to bring art and culture to places 
that were not as accessible as Tokyo.23 
 
Pro Musica String Quartet  
 A Polish violinist, Willy Frey, came to the Tokyo Academy of Music as the violin 
professor in 1936, and he immediately formed the Pro Musica String Quartet with 
Hisaoki Ono, Kingo Seita, and Roman Dukson.24 There was another quartet with the 
same name in the 1960s, one that is rated as one of the best string quartets in Japan in the 
twentieth century, along with the Iwamoto Mari String Quartet. (Both quartets will be 
described in detail below.) 
 In its first concert in April 1940, the Pro Musica String Quartet of 1936 covered 
repertoire from Haydn to Dvořák. As two of the members shared a Polish background, 
the quartet held a concert later that year and programmed Polish folk music arranged for 
string quartet and Szymanowski’s String Quartet No. 1.25 Each member of the quartet 
was active in both chamber and orchestral music, but somehow the quartet did not attract 
a significant amount of audience. One reporter criticized the imbalance of sound among 
the members, where the two foreign string players seemed to overpower the inner 
voices.26 There is no record of subsequent concerts after their first concert (besides the 
Polish music concert).  
 
New Symphony String Quartet 
																																																								
23 During a personal conversation with him in April 2014. 
24 Roman Dukson was an Israeli, originally from Poland.  
25 “Po-rando Ongaku no Yuube” was a one time event held at the Seinen Kaikan Hall.  
26 For Inoue’s review, see Watanabe and Koumatsu, Toshio Kuronuma, 95.  
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 In Mr. Koumatsu’s words, the most outstanding string quartet before the end of 
the war in 1945 emerged from the members of the New Symphony Orchestra.27 In 1942, 
the Symphony changed its name to the Japan Symphony Orchestra.28 Matsumoto (the 
leader and the first violinist) changed the ensemble’s temporary name, which was the 
Matsumoto String Quartet, to the Philharmonic String Quartet, with the intention of 
enhancing the level of the quartet’s commitment to the genre and further improving the 
quality of the its performances. The name change was in 1942, simultaneous with the 
name change of their Symphony Orchestra.29  
 Mr. Koumatsu noted that the year 1942 was a noteworthy one in the history of the 
string quartet music in Japan.30 On September 29, the Philharmonic String Quartet gave 
its second concert, which was titled “the Night of Beethoven’s Late Works.”31 The 
program included only Beethoven’s Op. 135 and Op. 132. What was remarkable was that 
this was the first time that any of Beethoven’s late string quartets had been played in 
Japan in a single concert, and it was also the first one to be performed solely by Japanese 
natives. After this notable and successful concert, all four members left the Symphony to 
concentrate on the quartet, and thus became a fully professional string quartet. This was 
the first quartet in the history of Japan in which all members had absolutely no affiliation 
with orchestral jobs or professions outside the string quartet.32 
 In February 1943, a month before their third concert, the Victor Company of 
Japan—one of Japan’s largest electrical recording corporations—summoned the Quartet 																																																								
27 During a personal conversation with him in April 2014. 
28 See NHK Koukyogakudan 40nenshi, 1967. The orchestra changed its name again to the NHK Symphony 
Orchestra in 1951, and has had full sponsorship from NHK since then.  
29 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 69. 
30 During a personal conversation with him in April 2014. 
31 Watanabe and Koumatsu, Toshio Kuronuma, 96. 
32 Hajime Koumatsu, “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made [String Quartets 
of Japan: from Meiji Era to Excelsior],” Sutoringu 27, no. 5 (May 2012): 67-68. 
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for a recording, which was the first time that any quartet made a contract with a recording 
company in Japan.33 The recording occurred after their third concert, and the Quartet 
recorded Haydn’s Op. 33/3 “Bird.” According to Mr. Koumatsu, it was also the first time 
in the history of Japan that a recording of a chamber music work had been recorded in 
full (all the movements). Mr. Koumatsu explained, though, that the actual recordings 
unfortunately never made it to the public due to the air bombing in Yokohama, where the 
company’s recording production factory was located. This happened before the release of 
the recording, and the damage to the factory was so detrimental that it could not produce 
recordings for a while.34 Despite this regrettable occurrence, it is still astounding that the 
quartet continued to live off of their performances at a time when chamber music could 
realistically only be a side job for those holding orchestra positions.  
 According to Mr. Koumatsu, several string quartets besides the ones detailed 
above existed between 1926 and 1945, though all were comprised of orchestra members. 
The quartets he mentioned include three Tokyo String Quartets (a.k.a. Mizuguchi String 
Quartet (1931), the Crystal String Quartet (1930), and the Kurosawa String Quartet 
(1934)), the Kuroyanagi String Quartet (1942), the Tokyo Chamber Music Association 
String Quartet (1932), the Sylvan String Quartet (1933), the Pollack String Quartet 
(1934), and the Harmo Nique String Quartet (1936). Few records or documents about 
these quartets exist.35  
 
b. 1945 – 1953 (Chamber Music Appreciation Groups; String Quartets: Japan, 
Rameau) 
 																																																								
33 Watanabe and Koumatsu, Toshio Kuronuma, 97. 
34 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 68. 
35 During a personal conversation with Mr. Koumatsu in April 2014. 
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Shitsunaigaku Kansho Dantai [Chamber Music Appreciation Groups] 
 A chamber music appreciation group, consisting of musicians and regular 
audience members, was formed at the Nihonbashi Mitsukoshi Theater in 1947.36 This 
group was called the Mitsukoshi Shitsunaigaku Kansho Dantai [Mitsukoshi Chamber 
Music Appreciation Group], and the musicians were mostly members of the Tokyo 
Chamber Music Association and the Tokyo String Quartets (that were mentioned 
previously).37 Their first concert at this hall was mostly chamber orchestra music, but 
from their second concert on, string quartet music dominated the concert programs. 
Performers included distinguished musicians such as Mari Iwamoto (violin) and Hideo 
Saito (cello).  Sometimes two or three string quartet ensembles performed in the same 
concert. This Dantai [group] continued for only a little less than two years, but it was 
celebrated for its regular and high-level performances of chamber and string quartet 
music.  
 Sponsored by the Mainichi Newspaper and its hall, another appreciation group 
existed at the same time.38 It was named the Meikyoku Meien Kansho Kai [Masterpieces 
and Fine Performances Appreciation Club], but this group focused on chamber music 
																																																								
36 Erected in 1927 with the sponsorship of one of Japan’s premium department stores, Isetan Mitsukoshi 
Ltd., the Mitsukoshi Theatre at Nihonbashi was originally built for Kabuki Theater performances and 
Japanese traditional comedy talks (Goraku). The hall seats 514, and it was often used for musical 
performances (such as recitals and chamber music) as well after the war, because of its perfect size. 
(“About the theatre,” Mitsukoshi Theatre, last modified 2016, accessed February 29, 2016, 
http://mitsukoshi.mistore.jp/bunka/theater/about.html?rid=653c7654adaf4348a291c2420843d9cc. ) 
37 According to Mr. Koumatsu, the Tokyo Chamber Music Association was actually a string quartet that 
existed along with the Tokyo String Quartet, the Crystal String Quartet, and the New Symphony String 
Quartet. Members included A. Watanabe, T. Kano, K. Matsuura, and H. Saito. Their first concert was on 
March 1943, and the members’ individual contribution to the music world in Japan after 1945 far exceeds 
their impact as a quartet; especially important were Akihito Watanabe, the violinist, and Hideo Saito, the 
cellist (who also worked as a conductor, later). 
38 Mainichi Newspaper established several halls in Japan for the purposes of presentations, music programs, 
etc. The one in Osaka, possibly the most well known hall among the Mainichi Halls, seats 486, and is also 
called the Oval Hall, because of its shape. See “The Oval Hall,” Mainichi, last modified 2010, accessed 
February 29, 2016, http://www.mainichi.co.jp/oval/hall.html 
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repertoire that included the piano in its instrumentation: for instance, piano trios, piano 
quartets, etc. The musicians were almost the same members as those in the Mitsukoshi 
Group, but the two organizations’ concerts differed in their programs due to the latter 
focusing more on piano chamber music. Even though groups such as these discontinued 
after a few years, their existence supports the idea that chamber music was in high 
demand at the time, and that the musical genre was well presented by distinguished 
musicians.39  
 
Japan String Quartet 
 Mr. Koumatsu notes that the third attempt at presenting all of Beethoven’s string 
quartets in a concert cycle in Japan was in 1950, by the Japan String Quartet.40 This 
ensemble is different from the one with the same name that existed before the war, but 
the first violinist of the former Japan String Quartet, Matsumoto, is known to be the one 
who gave this quartet the same name, as the ensemble aspired to be the successor to 
Matsumoto’s earlier quartet. The members of this new Japan String Quartet were J. 
Itabashi, Y. Fukumoto, K. Kitazume, and H. Miki. Mr. Koumatsu said that, for the Cycle, 
the quartet performed one Beethoven string quartet every month, and continued doing so 
only until their tenth concert. Mr. Yawara Watanabe, who was a middle-school student at 
the time, vividly remembers one of their concerts at the Ochanomizu YMCA Hall as 
“passionate and captivating.”41  
 
																																																								
39 Hajime Koumatsu, “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made [String Quartets 
of Japan: from Meiji Era to Excelsior],” Sutoringu 27, no. 6 (June 2012): 67-69. 
40 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 67. 
41 Watanabe and Koumatsu, Toshio Kuronuma, 161.  
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Rameau String Quartet 
 From the previously mentioned NHK Salon Ensemble (which used the name, the 
Rameau Chamber Orchestra for non-NHK events), the Rameau String Quartet was 
formed in 1945. The quartet focused on twentieth-century music, and they performed on 
NHK broadcasts and at the Mitsukoshi Theater chamber music concerts. In the 
beginning, the quartet also promoted chamber music that included piano. The quartet was 
well known due to its affiliation with the NHK Salon Ensemble, but it was not until 1953, 
with the joining of the cellist, Toshio Kuronuma, that the quartet’s activities became truly 
vibrant and appealed to a larger public.42  
 In September 1953, the Rameau String Quartet performed its first concert with 
Kuronuma at the Yamaha Hall, which had opened earlier that year in Ginza. At this 
concert, Mari Iwamoto was invited to play in Chausson’s Concert for Violin, Piano and 
String Quartet Op. 21.43 This collaboration went so well that the chamber ensemble was 
invited to play the same piece at several subsequent events.44 Mr. Koumatsu added that 
Mari Iwamoto’s first chamber music experiences were through her collaboration with the 
Rameau String Quartet, and that this partnership led to the founding of her own string 
quartet, with the cellist Toshio Kuronuma.  
 Mr. Koumatsu noted that the Rameau String Quartet was the first quartet that 
pioneered twentieth-century string quartet repertoire in Japan, long before the Morgaua 
Quartet.45 In its early years, the Rameau gave a performance of Shostakovich’s String 
																																																								
42 Watanabe and Koumatsu, Toshio Kuronuma, 161. 
43 Watanabe and Koumatsu, Toshio Kuronuma, 162. 
44 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 68. 
45 The Morgaua Quartet is described more in detail in the following chapters.  
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Quartet No. 1 Op. 49, Ravel’s String Quartet in F, and Britten’s String Quartet No. 1 Op. 
25 at the Daiichi Seimei Hall.46 The Rameau Quartet endured for thirty-one years.  
 
c. 1953 – 1966 (String Quartets: Pro Musica, NHK) 
 Mr. Koumatsu mentioned that one of the highlights in the chamber music scene in 
Japan in the mid-twentieth- century was the visit of the Budapest String Quartet in 1952 
and 1954.47 This world-class string quartet performed all of Beethoven’s string quartets 
in a cycle during one of their visits (year not identified), which is documented as Japan’s 
first successful performance of a Beethoven Cycle.48 This monumental event provoked 
not only chamber music fans in Japan, but also became a powerful stimulus for 
professional musicians. According to Mr. Koumatsu, the reviews of the Budapest Quartet 
were widely publicized in print and by the media, including special TV and radio 
programs featuring NHK Symphony’s concertmaster, Ryutaro Iwabuchi, as the guest for 
a discussion of this event.49 Mr. Koumatsu mentioned that the Budapest Quartet’s 
flawless technique and alluring artistry, with the exemplary quality in its quartet sound, 
motivated and equipped the establishment of several Japanese string quartets in the mid-
twentieth century.50 These ensembles included the Pro Musica and the NHK string 
quartets, which are to have “leveled up” compared to the groups that existed before the 
visits of the Budapest String Quartet.51  
																																																								
46 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 68. Daiichi Seimei Hall, a popular venue for 
chamber music in Tokyo area, is described in detail in Chapter 4: Venues and Audience. 
47 During a personal conversation with him in April 2014. 
48 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 68. 
49 During a personal conversation with him in April 2014. 
50 Hajime Koumatsu, “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made [String Quartets 
of Japan: from Meiji Era to Excelsior],” Sutoringu 27, no. 8 (August 2012): 67-69. 
51 In his blog, Watanabe uses the expression “level up” in the description of the ensembles that emerged 
after the visit of the Budapest Quartet.  
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Pro Musica String Quartet 52 
 Iwabuchi Ryutaro, the concertmaster of the NHK Symphony Orchestra between 
1944 and 1963, formed the Pro Musica String Quartet with Tomoko Takeuchi, Yukio 
Kobashi, and Shuya Matsushita.53 This was in 1953, which was the tenth year since the 
formation of the ensemble. According to Mr. Koumatsu, this string quartet is considered 
one of the most influential string quartets to have contributed significantly to the 
development of string quartet music in mid-twentieth-century Japan.  
 Mr. Koumatsu mentioned that the most celebrated accomplishment of the Pro 
Musica Quartet was the performance of the Beethoven string quartets in a cycle, the first 
complete one given by a Japanese quartet. There had been attempts in the years before 
the war, but no string quartet before the Pro Musica had completed the performance of 
the entire seventeen masterworks.54 The event took place in 1962, as a celebration of the 
tenth anniversary of the foundation of the string quartet, and the Cycle was completed 
over six concerts between May and November at the Daiichi Seimei Hall. This 
unprecedented and monumental event in the history of Western music in Japan was also 
awarded the second Mainichi Art Award.55 Music critic Mitsuru Ushiyama described the 
event in the following words:  
The fact that Japan’s own Pro Musica String Quartet is playing all of 
Beethoven’s string quartets in a cycle is one thrilling event that no easy 
words can fully describe the gravity that it carries in the history of 
chamber music in Japan.56 																																																								
52 A rare footage of the quartet’s performance of Beethoven Op. 18 No. 1 Allegro can be found on Youtube, 
http://www.youtube.com/watch?v=r-RCiVYVUZs (from 3:02 to 5:27)  
53 Hajime Koumatsu, “Nihon no gengaku shijyusoudan tachi: Puromujika kara NHK koukyogakudan 
kuarutetto made [String Quartets of Japan: from Pro Musica to NHK Symphony Quartet],” Sutoringu 27, 
no. 9 (September 2012): 67-69. 
54 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 68. 
55 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 67. 
56 Mitsuru Ushiyama, Ongaku Kanshobanashi [Account of Music Appreciation] (Tokyo: Ongakuno Tomo, 
1963), 416.  
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I listened to the quartet’s recording of Beethoven’s String Quartet Op. 59/3  
“Razumovsky,” and found their technique and artistry to be impressive.57 The first violin 
sometimes tends to be slightly overpowering, but this does not negatively affect the 
general balance. When comparing the Quartet Excelsior’s recording of the same work, 
the Pro Musica, to me, appeared more expressive and to have a more outspoken 
character. 
 The last performance of the Pro Musica String Quartet was actually the last 
concert of its Beethoven Cycle, as the first violinist, Iwabuchi, was appointed the 
concertmaster of the Nuremberg Symphony Orchestra the following year. During the Pro 
Musica’s ten years, the quartet contributed immeasurably to string quartet culture in 
Japan, through a wide range of repertoire and an elevated level of technique and 
musicality.58  
  
NHK Symphony Orchestra String Quartet 
 Yoshio Unno, a violinist of the NHK Symphony, established a quartet within the 
Symphony in 1961, and named it the NHK String Quartet.59 Unno soon left Japan, and 
Wilhelm Hübner from Vienna was invited as the guest concertmaster. Hübner became the 
first violinist of the string quartet, replacing Unno, and changed the name of the quartet to 
the NHK Symphony Orchestra String Quartet. Even though the string quartet was a “side 
job” for all members, the level of performance was outstanding. The quartet participated 
																																																								
57 Pro Musica Quartet, Tokyo Live 1957, QHJ-1010, recorded 1957. 
58 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 68. 
59 Hajime Koumatsu, Sekai no Gengaku Shijyusoudan to Sono Reko-do: Nihon [Strings Quartets of the 
World and their Recordings: Japan] (Tokyo: Quartett Haus Japan Ltd., 2013), 39. 
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in overseas festivals as well, such as the Spring Festival in Graz, Austria.60 Mr. Koumatsu 
thinks that this string quartet’s important contribution was its regular performances on 
NHK broadcasts, which directly transmitted the gem of chamber music to the Japanese 
public through TV and radio. Though member changes were inevitable over the years, 
the quartet was active until 1970.  
 
d. 1966 – 1989 (Iwamoto Mari String Quartet) 
 The year 1966 is notable in the history of string quartets in Japan as two 
extraordinary Japanese string quartets were established that year: the Iso and the Iwamoto 
Mari String Quartets. The Iso String Quartet was an ensemble that had one of the longest 
durations for a string quartet in the country.61 It was active for nearly thirty years, until 
the early 1990s, devoting itself to giving concerts and educating the next generation.62 
The Iwamoto Mari String Quartet was active until 1979, when the leader and the first 
violinist Mari Iwamoto died. The Iwamoto Quartet is celebrated for its unprecedented 
level of artistry and numerous recordings, securing a reputation for irreproachable quality 
as a professional string quartet. Mr. Koumatsu added that many Japanese music critics 
and musicians agree that no quartet has emerged in Japan since 1979 to match the 
Iwamoto Quartet’s artistry. The findings in my own research are in line with this view. 
 
Iwamoto Mari String Quartet  
																																																								
60 Unno had returned to Japan shortly at this time, and played the first violin for this festival.  
61 Hajime Koumatsu, “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made [String Quartets 
of Japan: from Meiji Era to Excelsior],” Sutoringu 27, no. 10 (October 2012): 67-69. 
62 During a personal conversation with Mr. Koumatsu, April 2014. 
 44 
 Mari Iwamoto (1926-1979) was one of the preeminent female violinists in Japan 
in the mid-twentieth century. She was born of a Japanese father and an American mother, 
and studied the violin since five years of age with Anna Ono, who had studied with 
Leopold Auer in Russia. Mari won the All Japan Music Competition in the violin 
category in 1937 at the age of eleven. She gave her debut concert as a soloist only two 
years later, and was appointed violin professor at the Tokyo Academy of Music when she 
just turned twenty. She pursued a career as a soloist until she met Mr. Toshio Kuronuma 
(cello) in 1964.63  
 Mr. Toshio Kuronuma and Mari Iwamoto started playing chamber music 
regularly in 1964 in a piano trio and a string quartet, and in 1966, they called their string 
quartet the “Iwamoto Mari String Quartet,” at the Fuji Seitetsu Concert that was 
broadcast by NHK.64 This is remembered as the starting point of the quartet’s 
professional career. Even though the quartet took the name of the first violinist, the actual 
leader was Toshio Kuronuma, the one equipped with the most experience and knowledge 
of chamber music. This knowledge ranged from rehearsal techniques, repertoire, 
concerts, and recordings, to overall leadership.65  
 Mr. Koumatsu recalls that in 1966, the Iwamoto Mari String Quartet performed 
all of Bartók’s String Quartets in a cycle at the Fuji Seitetsu Concerts. It was the first time 
for a Japanese string quartet to present all of Bartók’s quartets in a cycle of concerts in 
																																																								
63 For the full detail of Mari Iwamoto’s biographical account, see Reiko Yamaguchi, Iwamoto Mari: Ikiru 
imi  [Iwamoto Mari: Meaning of Being Alive] (Tokyo: Shinchôsha, 1984); and Tully Potter, “A Woman of 
Substance (Mari Iwamoto).” Strad 117 no.1393 (2006), 56-57. 
64 Watanabe and Koumatsu, Toshio Kuronuma, 179. 
65 Watanabe and Koumatsu, Toshio Kuronuma, 180. 
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Japan.66 This performance won the National Arts Festival Scholarship Award from the 
Agency of Cultural Affairs that year. Beginning the following year, the quartet gave its 
own series of eight concerts per year in Tokyo, and received engagements all over the 
country while steadily gaining fame and popularity.67 Their first concert was in March 
1967 at the Tokyo Bunka Kaikan Hall, and the quartet performed Beethoven’s Op. 18/4, 
Bartók’s No. 4, and Franck’s Piano Quintet. According to Mr. Koumatsu, the Iwamoto 
Mari String Quartet avoided repeating the same work until the quartet’s fiftieth regular 
concert.68 The quartet also gave a Beethoven String Quartet Cycle in 1970, in celebration 
of the two-hundredth anniversary of the composer’s birth.  
 The members of the quartet recorded all of Beethoven’s string trios with the 
Toshiba EMI recording company, and this recording won the Academy Award in 
Recordings in 1970.69 Mr. Tully Potter in the Cambridge Companion to the String 
Quartet refers to the quartet’s recordings as “a large discography of rare quality”; and he 
praises the Iwamoto Quartet as far surpassing the current Tokyo (Juilliard) String 
Quartet.70 When I listened to the quartet’s recordings of Mozart’s “Hunt,” Beethoven’s 
“Razumovsky” Op.59/3, and Ravel’s String Quartet, I recall being quite astonished at 
their level of artistry, and I found it hard to believe that a quartet that level had existed in 
																																																								
66 Hajime Koumatsu, “Nihon no gengaku shijyusoudan tachi: Puromujika kara NHK koukyogakudan 
kuarutetto made (String Quartets of Japan: from Pro Musica to NHK Symphony Quartet),” Sutoringu 27, 
no. 11 (November 2012): 67. 
67 During a personal conversation with him in April 2014. 
68 During a personal conversation with him in April 2014. 
69 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 68. 
70 Tully Potter, “The Concert Explosion and the Age of Recording,” in The Cambridge Companion to the 
String Quartets, ed. Robin Stowell (Cambridge, UK: Cambridge University Press, 2003), 92. 
   Tully Potter, email message to author, January 25, 2012. In my email correspondences with Mr. Potter, he 
mentioned that there are no ensembles that match the level of artistry of the Iwamoto Quartet among the 
recordings of Japanese string quartets that he owns. 
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Japan.71 Mr. Koumatsu mentioned that the quartet compared well to the celebrated string 
quartets in the West, and that the Iwamoto Quartet could have truly “made it” outside 
Japan if it had continued to exist. While listening to these recordings, I, too, wished that it 
could have existed longer.72  
 The Iwamoto Mari String Quartet made a foreign concert tour in 1971, the first 
for a Japanese string quartet. The ensemble gave concerts in Australia and New Zealand, 
and upon their return to Japan, the quartet gave another Beethoven String Quartet Cycle 
in celebration of the fifth anniversary of the foundation of the Iwamoto Quartet. In 1974, 
the ensemble was awarded the Mobil Music Award at the Suntory Hall in Tokyo, for its 
continuous endeavor and large contribution to the development of chamber music 
repertoire, presenting first-rate quality and artistry to the audience in Japan.73  
 Mr. Koumatsu explained that the quartet’s 94th concert in March 1979 became its 
last performance because Mari’s cancer had progressed to a critical state. At the concert 
(Mari briefly recovered from her hospitalization the previous month), the quartet 
performed Beethoven’s String Quartet Op. 132, and this performance has left the 
following review: 
The beauty of the sound and color, luring nostalgia, reaching to the realm 
of kind of a relief…as far as I know, this ensemble is the one and only that 
is equipped with such superior quality in Japan of this era.74 
 
On May 11, 1979, on the morning of their 95th concert, Mari Iwamoto breathed 
her last.75 The concert that day was canceled, but the program included Chausson’s 																																																								
71 Iwamoto Mari String Quartet Live No. 3, QHJ-1008/09, recorded 1976. 
72 For the full list of Iwamoto Quartet’s discography, see Hajime Koumatsu, Sekai no 
Gengakushijyusoudan to sono Reko-do, Nihonhen [String Quartets of the World and their Recordings, 
Japan] (Tokyo: Quartett Haus Japan Ltd., 2013), 36-37. 
73 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 68. 
74 Watanabe and Koumatsu, Toshio Kuronuma, 195. 
75 Potter, “A Woman of Substance,” 57. 
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Concert for Violin, Piano and String Quartet Op. 21—the piece that initially brought 
together Mari Iwamoto and Toshio Kuronuma.76 The following chapters in Part Two of 
this dissertation highlight seven noteworthy string quartets after 1979, investigating 
various aspects of the ensembles and topics such as venues and audiences, repertoires and 
programming, reception, and outreach. 
																																																								
76 Koumatsu, “Nihon no gengaku shijyusoudan tachi,” 68. 
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PART TWO 
 
Seven Noteworthy String Quartets of Japan, 1989 to 2014: String Quartet ARCO, 
Quartetto Classico, Erdödy String Quartet, Quartet Excelsior, Lotus String 
Quartet, Morgaua Quartet, YAMATO String Quartet 
 
The next five chapters spotlight seven Japanese string quartets— String Quartet 
ARCO, Quartetto Classico, Erdödy String Quartet, Quartet Excelsior, Lotus String 
Quartet, Morgaua Quartet, and YAMATO String Quartet—in the hope of drawing more 
attention to these ensembles than they receive in the current chamber music scene in 
Japan. Not many professional quartets have emerged within Japan since the Iwamoto 
Mari Quartet in the 1960s, but the seven quartets in this study seem to have been gaining 
considerable audiences between the 1989 and the present day. 
 The seven quartets have been identified in various ways. Since the principal 
Japanese chamber music halls, i.e. Suntory, Daiichi Seimei, and Izumi, and other venues 
have their recent concert schedules posted online, I was able to document which of the 
quartets perform at those halls, and which of them perform at others. The concert hall 
managers and musicologists listed in the literature review also helped identify active and 
noteworthy string quartets. The concert program director at Suntory Hall, Ms. Minoguchi, 
and the assistant director of Daiichi Seimei Hall, Ms. Mai Kikuchi, provided the names of 
the string quartets (both Japanese and foreign) that have either recently performed or 
regularly perform at their halls.1 The artistry of some of the string quartets was confirmed 
by consulting the writings of the musicologist, Mr. Watanabe, in his recent articles in the 
journal, Sutoringu [Strings].2 Detailed information about each string quartet (how each 
																																																								
1 Email correspondence between the author and Ms. Minoguchi/Ms. Kikuchi, January – February 2012.  
2 Sutoringu is a Japanese music periodical that is in many ways similar to the Strings in the West, but not 
related to it at all.  
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came about; the ensembles’ accomplishments; the history of their concert-giving and 
repertoire covered; important activities; and discographies if there are any) was obtained 
through the groups’ official webpages and by directly contacting the ensembles. 
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Chapter 3: Ensembles 
 
Below is a list of six questions that each string quartet was asked; the answers 
were obtained by either directly contacting a member of the quartet or looking at their 
websites and social network services. The answers to the questions have been briefly 
noted in Table 3.1 below.  
Questions  
1. What are the active years for your quartet? 
2. Have there been member changes?  
3. What is your quartet’s most valuable achievement? 
4. Does your quartet feel the necessity to win international recognition? 
5. What activities does your quartet do regarding outreach to the community? 
6. What kind of challenges do you face as a string quartet in Japan? 
N/A = not answered 
Table 3.1 Ensembles and Questions 
 
 
SQ 
 
Q1. 
 
Q2. 
 
Q3. 
 
Q4. 
 
Q5. 
 
Q6. 
String 
Quartet 
ARCO 
1996–
2004, 
2009-and 
on  
No • 3rd in the Osaka 
International Chamber 
Music Competition ’99.  
N/A N/A Placing in 
competitions 
Erdödy 
String 
Quartet 
1989-and 
on 
Yes • Karutetto Kikou [Tour of 
Quartets] 
• Concerts in Germany and 
France, ’01. 
Yes SQW1  Finding 
financial 
support 
																																																								
1 The SQW, String Quartet Weekend, is a project that was launched by the Daiichi Seimei Hall in early 
2012. It is a monthly event, for which a string quartet—usually a Japanese ensemble—is invited to give a 
concert on a weekend.  
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(Table 3.1 cont.) 
 
Quartet 
Excelsior 
1996-and 
on 
Yes • Tokyo Chamber Music 
Comp. ’96, 1st place 
• Osaka SQ Comp. ’96, 2nd 
place 
• Premio Paolo Borciani SQ 
Comp. ’00, 2nd place 
• US Debut ’07 in HI, USA 
• over 60 yearly concerts 
 Yes Kinder-
gartens, 
schools, 
retirement 
homes, 
nursing 
homes, 
etc.2  
Finding time 
for 
rehearsal/ 
practice due 
to busy 
schedule 
Lotus String 
Quartet  
(based in 
Germany) 
1993-and 
on 
Yes • Osaka Comp. ’93, 3rd 
place 
Yes  N/A Funding to 
move its 
base to 
Japan/ 
competing 
with 
European 
SQ 
Quartetto 
Classico 
1986-and 
on 
No • performing wide range of 
repertoires from memory 
• Debut concert in Germany 
in ’05 
N/A SQW N/A 
Morgaua 
Quartet 
1992-and 
on 
Yes • Arion Award in ’113 Yes N/A  N/A 
Yamato 
String 
Quartet 
1994-and 
on 
Yes • Akita Prefecture Grand 
Prix. ’95 
• Osaka Comp. ’96, 
preliminary.  
 
No N/A Placing in 
competitions  
 
 
String Quartet ARCO 
 
 The String Quartet ARCO was founded in 1996 by the violinist Ryutaro Ito, who 
is also the first violinist of the quartet. The ensemble’s debut concert was in 1997 at the 
Japan-Tobacco Art Hall in Kyoto, and a promotional source reviews it as a “performance 
																																																								
2 The Quartet Excelsior is committed to reaching the community by several and regular outreach projects. 
For detail, see http://www.quartet-excelsior.jp/about_outreach.html. See also the discussion in Chapter 7. 
3 The Arion Award, founded by Arion Music Foundation in 1983, is awarded to celebrate and support 
young promising classical musicians. 
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with much energy and without any compromise in creating music.”4  Not much is known 
about the original violist, but with Shota Yanase as the new violist from the year 2000, 
the quartet began to gain a larger audience. The quartet received its initial training from 
the Tokyo (Juilliard) String Quartet, Isaac Stern (violin), and Nobuko Yamazaki (cello). 
Beginning in 1998, the quartet participated in the annual Miyazaki International Chamber 
Music Festival, and was also invited to be part of the North Kyushu International Music 
Festival. The quartet began to gain a significant reputation through its participation in the 
radio broadcasts for the NHK-FM Recital Series.  
 The quartet’s most important achievement is its placement (third) in the Osaka 
International Chamber Music Competition in 1999. While each member had participated 
in solo competitions in previous years, this was the first time the players had participated 
as a quartet in a chamber music competition. The String Quartet ARCO was the first 
Japanese ensemble to place after the Osaka Competition was acknowledged as an 
internationally recognized chamber music competition, which was in 1997.5  
 Another event that highlights the quartet’s career is the ensemble’s performance 
of Steve Reich’s Different Trains on educational programs given by NHK, the Geijyutsu 
Gekijyo [Art Theatre] and Kurashikku Kurabu [Classical Music Club]. This happened 
only a decade or so after the composition of the work in 1988 and its original release by 
the Kronos Quartet in 1989. The ARCO thinks highly of its performance of Reich’s piece 
																																																								
4 “Amati Artists and Project Management,” String Quartet ARCO Ensemble, last modified 2010, 
http://amati-tokyo.com/artist/arco.html. 
5 The World Federation of International Music Competitions accepted the membership of the Osaka 
Chamber Music Competition in 1997. See “World Federation of International Music Competitions,” 
Member Organizations by Year of Membership, last modified January 12, 2016, 
https://en.wikipedia.org/wiki/World_Federation_of_International_Music_Competitions.  
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because it led to the quartet becoming regarded as an ensemble that pioneers newer 
repertoire.  
 The ARCO continued to make itself known to the musical public through its 
participation in many musical events such as Tokyo Opera City Recital Series, the Saito 
Kinen Festival, and the Toru Takemitsu Memorial Concert. The quartet discontinued its 
activities in 2004 when the violist, Shota Yanase, moved to Europe for an orchestra 
position. The quartet resumed its activities in 2009 when Shota returned from Europe, but 
only one concert has been given between 2010 and 2014.  
 Rather than working toward earning an international award, the ARCO hopes to 
expand its activities within Japan, in order to establish its ground there again. The quartet 
plans to give more concerts per year, though all members are busy with their own 
schedules (including orchestra playing and teaching). The ARCO has a hard time finding 
sponsorship to support the group. The ensemble’s activity costs (travel expenses, concert 
hall rental, etc.) are mostly taken from the members’ pockets. “It is fine for now,” a 
member said, as all members have a near full-time job; but simultaneously, it hinders the 
quartet from gathering frequently for rehearsals and activities.   
 
Erdödy String Quartet 
 The Erdödy String Quartet was first established in 1989, and is one of the most 
active Japanese string quartets in the country up to the present day. The quartet’s name, 
“Erdödy,” comes from the Hungarian Count Joseph Erdödy, the dedicatee of Haydn’s 
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String Quartets Op. 76.6 The quartet members are all graduates of the Tokyo University 
of Arts (TUA), and the quartet studied initially with the members of the Amadeus String 
Quartet.7  
 The Erdödy String Quartet traveled to London during the three summers of 1990, 
1991, and 1992 to study with the Amadeus members. During these years, the Erdödy was 
awarded the Encouragement Award from the Matsuo Arts Foundation (1991 and 1992). 
In 1992, the Quartet gave an unprecedented event of a three-day concert, performing 
works by Haydn, Mozart, and Beethoven. This event was fully sponsored by the Japan 
Chamber Music Foundation.8 Over the course of the following three years, the quartet 
completed concert cycles of Beethoven’s late works and Bartók’s works.  
 In 1995, the Erdödy Quartet launched another unprecedented concert series, titled 
the “Karutetto Kikou [Tour of Quartets].” The Quartet gave a title to each concert—a 
name of a European nation—and performed string quartet repertoire that was composed 
in the country in question. Their first concert of this project was in July 1995 at the Ki-no 
Atrium, Tokyo, and was titled the “Quartet; Tour of Italy,” and in it the group performed 
pieces by Italian composers such as Rossini, Puccini, and Verdi. Respighi’s Il Tramonto 
[the Sunset] for mezzo-soprano and string quartet was also performed at this concert. 
Their second concert of the project was titled the “Quartet: Tour of Northern Europe,” 
and the repertoire included works by Wilhelm Stenhammar, Grieg, and Sibelius. 
Subsequent project concerts were carried out in a similar manner; the European nations 
																																																								
6 James Webster and Georg Feder, “Haydn, Joseph,” Grove Music Online, Oxford Music Online, Oxford 
University Press, accessed January 26, 2016, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/44593pg5. 
7 The violist was originally Ayumi Suda; the current violist, Takeshi Kiriyama, joined the Erdödy from 
1994.  
8 See http://www.jcmf.or.jp/jyoseikin/gaidansu.html for the information about the foundation.  
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included the Czech Republic (two concerts), France, Russia, England, Austria, and 
Hungary. This project was completed over several years, while the group was giving 
other performances in between project concerts.  
 In celebration of its tenth anniversary, in 1999 the Erdödy String Quartet gave two 
concerts that consisted only of Haydn’s Op.76, which was especially suitable as 
“Erdödy” was the dedicatee of the set. The first concert in September featured Op. 76/1, 4, 
and 3; and the second in November, Op. 76/2, 6, and 5. The quartet thinks highly of the 
fact that it is Japan’s first quartet to record all of Haydn’s Op. 76, an event that took place 
in the same year as the group’s tenth anniversary.  
 The Erdödy String Quartet considers its concerts in Germany and France in 2001 
as the highlight of its career. The Erdödy is the second ensemble, after the Quartet 
Excelsior, to give concerts outside of Japan (besides the Lotus, which is based in 
Germany). The ensemble gave another concert tour in Germany in 2003. It is still 
uncommon for a Japanese string quartet to tour abroad. The quartet made its second 
recording in 2004 with ALM Records; this disk consists of Mendelssohn’s Op. 13 and 
Schumann’s Op. 41/3. 
 
Quartet Excelsior 
 In 1994, four students at the Toho Gakuen School of Music established the 
Quartet Excelsior. The original members were Yuka Nishino, Kanako Endo, Yukiko 
Yoshida, and Hajime Otomo (in the order of first violin, second violin, viola, and cello). 
The second violinist was replaced by Momoko Yamada in 2004, also a graduate of Toho. 
Among the seven string quartets, the Excelsior has the second largest number of 
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recordings (eight CDs) next to the Lotus String Quartet (nine CDs; based in Germany). 
The role of recording in maintaining financial viability would be a crucial for any 
contemporary quartet, and the Excelsior has produced the most CDs among the quartets 
that reside in Japan (though it is not known how much of their income is from the sales of 
their recordings). The Excelsior also has won the most awards and has placed most often 
in competitions, among all Japanese string quartets. Below is a list of awards and 
competition placements that the ensemble has won since its foundation.  
1996 
-1st place, The Tokyo Chamber Music Competition 
-2nd place, Osaka International Chamber Music Competition 
-6th place, Aoyama Music Competition 
 
1997 – 1998 
-MYCAL Awards at the Rizonaré Music Festival  
 
2000  
-Midorino Kaze Music Award 
-1st place, Paolo Borciani International String Quartet Competition 
-Salvatore Sciarrino Special Award  
 
2008 
-The Fresh Artist Award, 19th Shin Nittetsu Music Award Ceremony  
 
2015 
-The 16th Hotel Okura Music Award9  
-The 13th Hideo Saito Memorial Fund granted  
 
 The Quartet Excelsior is the only string quartet in Japan that is given the term 
“jyousetsu string quartet,” which means that it exists permanently, implying that the 
																																																								
9 Hotel Okura Inc., commemorating its 35th anniversary in 1996, started giving an award annually to 
musicians and ensembles that contribute significantly to the society and culture.  
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ensemble is equipped with artistry and sponsorship to be an on-going string quartet.10 The 
Quartet is the only string quartet in Japan since 1970s that both managers of the Suntory 
and the Daiichi Seimei acknowledge as fully professional and as the most active, being 
reminiscent of the Iwamoto Mari String Quartet in its early years.11 The Quartet Excelsior 
has been giving about sixty concerts and performances every year since 2001. The 
ensemble’s three main activities are its (1) regular concert cycles at three different 
locations in Japan, (2) outreach programs, and (3) project concert series.12 The Excelsior 
is especially proud of winning the Polo Borciani String Quartet Competition in 2000. The 
winning of this award led to several sponsorships over the years, and the quartet was able 
to expand its activities. The ensemble hopes to participate in international music 
competitions again in the near future, but does not plan on residing outside of Japan. 
Rather, it hopes to enliven chamber music in the country through its activities and 
involvement with the community (as in outreach and the coaching of younger ensembles).  
 
Lotus String Quartet 
 
 The Lotus String Quartet is a Germany-based quartet that has its origin in Japan; 
this makes it similar to the Tokyo (Juilliard) String Quartet. The Lotus Quartet currently 
resides in Stuttgart, a city where there is a higher concentration of Japanese population 
compared to other parts of Germany. Since 2005, the ensemble consists of three Japanese 
string players and one German violinist.  
																																																								
10 常設(jyousetsu), literally permanently existing, is a term that describes a group with enough value, 
sponsorship, and recognition to be established, and thus remain permanently or continuously, giving full or 
near-full financial support to its members. Jyousetsu orchestras in the USA, for example, would be the 
Chicago Symphony Orchestra, New York Philharmonic, etc.  
11 In personal conversations with the group’s managers, June 2012 and May 2013. 
12 The quartet’s educational outreach programs and project concert series are further detailed in Chapter 7. 
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 Even though the ensemble is not entirely Japanese, both the Lotus Quartet and 
Japanese concert hall managers have been working since 2008 toward having Lotus’s 
regular concerts and tours in Japan. The initial foundation of the ensemble tracks back to 
the Okinawa Moon Beach Music Festival in 1992, where the original members first met. 
At the festival, they decided to form a string quartet, and named themselves the Lotus 
String Quartet. In 1995, the first violinist left the ensemble, and Sachiko (current first 
violin) replaced her. The second violin position went through several member changes 
until the quartet found the current German violinist, Mathias Neundorf in 2005. He met 
the members in Stuttgart, when they came to study chamber music with the Melos String 
Quartet.  
 The Lotus String Quartet made its first impact by placing third in the first Osaka 
International Chamber Music Competition in 1993 at the Izumi Hall, Osaka. It was only a 
year after their foundation at Okinawa, and the Lotus was the only Japanese string quartet 
to place at the Competition. The other Japanese string quartet in the country in the early 
1990s that was known for its artistry was the Erdödy String Quartet, but the Erdödy did 
not participate in chamber music competitions until later in its career. The success at the 
Competition naturally brought the Lotus Quartet to the media’s attention, and it started 
gaining more audiences.  
 When the first violinist, Sachiko, joined the quartet in 1995, she urged the quartet 
to make further improvements in the quality and repertoire of the ensemble; and the 
group thus decided to study abroad in Germany that year. This was an unprecedented 
incident, as no Japanese ensembles had stopped their career in Japan to go overseas 
together. The quartet went to the Stuttgart University of Music and Drama, where some 
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of the members had studied previously. The Lotus was able to study closely with the 
Melos String Quartet there. The Lotus also studied with the members of the Amadeus and 
the LaSalle Quartets, as the Lotus would travel often to the UK and to chamber music 
festivals where the Amadeus and LaSalle were in residence. 
 The Lotus String Quartet began to build its career in Europe, and its training with 
the Europe’s finest quartets started getting rewarded. In April 1997, the Lotus was 
awarded the Menuhin Special Award at the London International String Quartet 
Competition. The same year, the Lotus placed third at the Paolo Borciani International 
String Quartet Competition. The Lotus is especially proud of winning the first place of 
the string quartet section of the Wettbewerb des Kulturkreises des Bundesverband der 
Deutschen Industrie [The Association of Arts and Culture of the Federation of German 
Industries, a.k.a. the German BDI Music Competition] in 1998. This prize enabled the 
quartet to make its debut recording with Warner Teldec Records. The quartet’s first 
recording was of Mozart’s String Quartets, K. 575 and K. 589. Aside from the Tokyo 
(Juilliard) String Quartet, which has recorded with Japanese, American, and European 
recording companies, the Lotus was the first Japanese string quartet that made a 
recording with a European company.  
 The Lotus String Quartet also considers its time with the Melos String Quartet 
highly valuable. Until Wilhelm Melcher, the first violinist of the Melos, passed away in 
2005, the Lotus Quartet received the Melos’s full aid in string quartet training and in 
building connections. The Melos’s official career ended with the death of Melcher, but 
the Lotus, as the Melos’s last pupils, continued the Melos’s spirit by playing for several 
of the Melos’s concerts after Melcher’s death and giving joint concerts with the 
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remaining Melos members. Pacific Concert Management recognizes the Lotus Quartet as 
an ensemble that “inherited and continues the traditions of the Amadeus and Melos, while 
successfully settling in Germany—the genuine place of classical music—and consistently 
earning affirming reviews.”13 The Lotus Quartet gained further audiences in 2005 with 
the joining of Mathias Neundorf, who had been the first violinist of the Stuttgarter 
Streichquartett and who also had studied with the members of the Amadeus and Melos in 
previous years.   
 The Lotus String Quartet gave a concert in Japan in 2006, the first since it had left 
Japan in 1995. The media referred to this concert as the quartet’s “visit” concert rather 
than a homecoming concert.14 The Lotus gave a Schumann string quartet cycle in Tokyo 
and Osaka, and their recording of the Schumann quartets that year, which was the 
quartet’s third recording, won the Excellence Award of the Ministry of Culture and Art. 
The Lotus gave ten concerts in Japan in 2008 as part of the quartet’s Japan Tour concert 
series. I agreed with Mr. Koumatsu when he said that he recognizes the Lotus String 
Quartet as the one and only international and professional ensemble that has its origins in 
Japan (after the Tokyo (Juilliard) String Quartet), and as a rare [Japanese] ensemble that 
truly inherits the European, mostly German, traditions of string quartet music.15 
 
Quartetto Classico 
 
 The Quartetto Classico was formed at the Tokyo University of Arts in 1986. 
There have been no membership changes, and the ensemble is approaching its twentieth 
																																																								
13 See http://www.pacific-concert.co.jp/domestic/view/207/ for full review of the Lotus.  
14 Yawara Watanabe and Hajime Koumatsu, Toshio Kuronuma to Nihon no Gengaku Shijyusoudan [Toshio 
Kuronuma and the String Quartets in Japan] (Tokyo, Japan: Yufuin Ongakusai, 1994) 97. 
15 Watanabe and Koumatsu, Toshio Kuronuma, 107. 
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anniversary in 2016. The quartet is known for performing most of its repertoire from 
memory. One of the ensemble’s memorable performances was in 1996, when it 
performed Steve Reich’s Different Trains, with the composer himself controlling the 
recorded tape during the concert. The quartet was most active between 2002 and 2006. 
During these years, the quartet performed Beethoven’s late string quartets (in 2002), 
seven of Schubert’s string quartets (in 2003), Mozart’s “Haydn” quartets (in 2004), all of 
Bartók’s string quartets (in 2005), and five of Dvořák’s string quartets (2006). The 
quartet also gave a concert in Germany in 2005.  
 The Quartetto Classico has recorded a wide repertoire, from Bach’s Art of Fugue 
to all of Bartók’s string quartets. The quartet recorded Mozart’s string quartets K. 421 No. 
15 and K. 499 No. 20 in 1992, Bartók’s No. 5 and Beethoven’s No. 14 Op. 131 in 1996, 
Beethoven’s late string quartets in 2000, Bach’s Art of Fugue in 2001, Schubert’s “Death 
and the Maiden” and No. 10 in 2003, Mozart’s “Haydn” quartets in 2004, and all of 
Bartók’s quartets in 2005. A notable aspect of these recordings is that they were all 
recorded from memory, just like the quartet’s live performances. Mr. Koumatsu notes the 
recordings as “highly expressive in transparent sound color” and possessing “excellent 
harmonic purity (clarity)” that results from playing from memory.16 
 
Morgaua Quartet 
 
 Morgaua means “of tomorrow” or “tomorrow” in the Esperanto language.17 As if 
responding to the meaning of the name, the Morgaua Quartet is an ensemble that 
																																																								
16 Watanabe and Koumatsu, Toshio Kuronuma, 56. 
17 Watanabe and Koumatsu, Toshio Kuronuma, 96. 
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specializes and pioneers in relatively newer string quartet repertoire.18 The members of 
the quartet first gathered in the fall of 1992 with the goal of performing all of 
Shostakovich’s fifteen string quartets over the course of a few years. Their first 
Shostakovich concert was in 1993, their second in 1998 (which was awarded the 10th 
Muramatsu Award), and their third and last concert in 2001.19 The quartet gained 
attention when it gave a Shostakovich Cycle over three days in September 2006 with the 
sponsorship of Triton Arts Network. The quartet, already at is twenty-sixth concert in 
January 2007, gave a concert of Beethoven’s middle-period string quartets, and started to 
actively perform twentieth-century music or “progressive” music, including works by 
Japanese contemporary composers, arrangements of British rock music, and movie 
soundtracks.  
 
YAMATO String Quartet 
 
 The YAMATO String Quartet’s original name was Adonis String Quartet, which 
was changed to the current one in 1996, right after the ensemble placed in the preliminary 
round of the Osaka International Chamber Music Competition that year. The quartet was 
formed in 1994; the two violinists were replaced the following year. As the Adonis String 
Quartet, the quartet gave its debut concert in May 1995. The same year, the quartet won 
the Grand Prix of Omagari City New Musician Festival in the Akita Prefecture. This 
event led to partial sponsorship from the Matsuo Art Development Foundation, through 
which the quartet was able to participate in the Osaka International Chamber Music 
																																																								
18 During a personal conversation with Mr. Koumatsu, he commended the quartet as the only ensemble in 
Japan that introduces newer string quartet repertoire at a high level of artistry.  
19 “Profile,” Morgaua Quartet, last modified 2015, accessed January 26, 2016, 
http://columbia.jp/morgauaquartet/#.  
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Competition the following year. The Quartet considers its world premiere to have been 
the recording it made of Kousaku Yamada’s String Quartets Nos. 1-3 in 2000. 
 Table 3.2 below presents factual information gathered regarding all the members 
of the seven string quartets (including some details of their former members), indicating 
where and with whom the players have studied. For the members who have studied 
abroad, the city and the country are noted.  
Table 3.2 Members Information 
 
 
Members 
(Descending 
order of 1st 
and 2nd 
violins, viola, 
and cello) 
Institutions 
(Bachelor’s 
degree) 
 
Teachers  
with whom members 
have trained 
Study Abroad  
(where, if applicable) 
ARCO R. Ito (male) TGSM 
(Toho 
Gakuen 
School of 
Music) 
not answered  
M. Soshi (m) TGSM E. Shinozaki  
S. Yanase 
(m) 
TGSM not answered Stuttgart, Germany 
N. Furukawa 
(m) 
TGSM not answered  
Quartetto 
Classico 
K. Kawahara 
(female) 
TUA C. Tanaka 
Y. Unno 
 
A. Hanazaki 
(f) 
 
TUA T. Inoue 
T. Hidaka 
J.W. Jaan 
 
 
M. Miwa (f) 
TUA Y. Unno 
K. Harada 
C. McKintosh 
 
M. Tasaki 
(m) 
TUA Kuwata 
Yamaoka 
 
Erdödy K. Gamo (m) TUA 
(Tokyo 
University 
of the Arts)  
H. Ono 
Boris Goldstein 
Hildesheim, Germany 
A. Hanazaki 
(female) 
TUA T. Inoue 
T. Hidaka 
Karlsruhe, Germany 
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(Table 3.2 cont.) 	
 T. Kiriyama 
(m) 
TUA J. Toba 
K. Tenma 
 
K. Hanazaki 
(m) 
TUA H. Horie 
E. Finke 
Berlin, Germany 
Karlsruhe, Germany 
Excelsior Y. Nishino 
(f) 
TGSM M Umezuminami 
T. Sumi 
 
K. Endo 
(former 2nd 
violinist, f) 
 
TGSM T. Sumi 
K. Harada 
 
 
M. Yamada 
(f) 
TGSM Y. Kobayashi 
E. Shinozaki 
S. Gavriloff 
Cologne, Germany 
Y. Yoshida 
(f) 
TGSM T. Sumi 
N. Okada 
 
H. Otomo 
(m) 
TGSM T. Inoue 
A. Tsuda 
K. Katsuta 
 
Lotus S. Kobayashi 
(f) 
TUA H. Abe 
C. Tanaka 
N. Urakawa 
Stuttgart, Germany 
M. Mogidate 
(former 2nd 
violinist, f) 
TUA K. Harada  
M. Neundorf 
(m) 
Stuttgart 
Univ. of 
Music and 
Drama 
R. Odnopossoff  
T. Yamasaki 
(f) 
Soai Univ. H. Takeuchi 
Helman Foss 
M. Misemura 
Stuttgart, Germany 
C. Saito (f) TUA J. Onosaki 
H. Horie 
K. von der Goltz 
Stuttgart, Germany 
Morgaua E. Arai (m) TUA S. Eto 
T. Suzuki 
 
T. Aoki (m) TUA R. Honeck Vienna, Austria 
T. Tetsuo 
(former 2nd 
violinist, m) 
TGSM not answered  
F. Ono (m) TUA Y. Nakazuka 
W. Coch 
 
R. Fujimori 
(m) 
TSM 
(Tokyo 
School of 
Music) 
K. Tokunaga 
N. Uemura 
B. Kono 
Munich, Germany 
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(Table 3.2 cont.) 	
YAMA-
TO 
Y. Ishida (m) KCM 
(Kunitachi 
College of 
Music)  
Y. Murakami 
J. Tokunaga 
 
T. Shigyo 
(m) 
TUA K. Kobayashi 
T. Sumi 
 
T. Enokido 
(m) 
TSM N. Urakawa  
H. Handa (m) KCM J. Onosaki 
H. Mouri 
 
 
 From the information above, the four Japanese music institutions where most of 
the members of the seven string quartets attended for their Bachelor’s degree programs 
are: the Toho Gakuen School of Music, the Tokyo University of the Arts, the Kunitachi 
College of Music, and the Tokyo School of Music. All of these institutions are located in 
Tokyo. As the Figure 3.1 below shows, among the 31 members (20 male and 11 female) 
including former members, 25 studied at either the Tokyo University of the Arts (TUA) 
or the Toho Gakuen School of Music (TGSM). These two schools are perceived as the 
top-notch schools for string programs, though some would say that Toho has slightly 
higher prestige than TUA.  
Figure 3.1 Music institutions where the quartet members earned their Bachelor’s 
degree 
TUA, 
15 TGSM, 
10 
TSM, 2 
KCM, 2 Other, 2 
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 In my casual conversations with the concert hall managers of the Suntory and the 
Daiichi in the summer of 2012, both managers mentioned the Toho and the Tokyo 
University of the Arts in response to the question, “Which music institution(s) in Japan is 
considered the top in Japan?”  They agreed that in terms of the number of well-known 
musicians that the institutions have produced, the Toho Gakuen School of Music holds 
higher fame than the Tokyo University of the Arts. They chose those two schools as 
“top” because (1) many of the professional Japanese orchestras’ members have studied 
there; (2) world-class musicians, such as Seiji Ozawa (conductor), Akiko Suwanai 
(violinist, the winner of the 9th International Tchaikovsky Competition), the original 
members of the Tokyo (Juilliard) String Quartet, et al., attended these schools; and (3) the 
two institutions have existed the longest among all music schools in Japan.20 As strong 
programs of arts are limited to a few educational institutions in Japan, it seems inevitable 
that the majority of the members of the seven string quartets come from these two 
institutions.  
 One member from each string quartet was given the questions regarding the music 
institutions at which the members studied. Because not all members of each quartet 
answered the questions, the data may not be a comprehensive representation of the 
quartets’ views of their alma maters. However, the members who answered the questions 
agreed to provide answers on behalf of the whole ensemble. Figure 3.2 below shows the 
resulting responses to the question, “As graduates from Japanese music institutions, how 
helpful were the chamber music courses (coaching and lessons) that you took there?” The 
impression from the results seemed to indicate the members’ indifference to the courses’ 
helpfulness, as no member found the courses “very helpful.” 																																																								
20 These individuals that the managers mentioned actually all attended the Toho Gakuen School of Music.  
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Figure 3.2 How helpful were the chamber music courses? 
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Ms. Izumi Ishii, a graduate of the Toho Gakuen School of Music and a 
freelancing professional violinist (not a member of any of the seven string quartets), 
mentioned during a personal conversation that chamber music courses were not part of 
the mandatory program at Toho, though many students voluntarily formed chamber 
music ensembles to receive coaching and give performances. She added that such 
chamber music coaching and training had been helpful to her musicianship, but she 
wishes there had been an ensemble-in-residence that could have served as a role model 
for student groups and as a means for student groups to get individualized coaching. 
(Ensemble-in-residence is an uncommon concept in Japanese institutions as there are 
none in the country. This aspect is detailed more in Chapter 7, Outreach.) 
 Some of the student groups that formed at the Toho sought to advance further and 
become semi-professional quartets. The Erdödy did similarly at the Tokyo University of 
the Arts. For the groups’ further training—as mentioned previously—most of the seven 
ensembles either took overseas courses at chamber music festivals, or studied abroad 
with members of distinguished string quartets.  
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 Table 3.3 below indicates whether members of the seven string quartets studied 
abroad, and if so, how many in any city. The majority studied in Germany. 
Table 3.3 Foreign countries where some members have studied; and the number of 
students in any city 
Germany  
 
Other countries 
 
Stuttgart  
Karlsruhe 
Hildesheim  
Berlin  
Cologne 
Munich 
4 
2 
1 
1 
2 
1 
Basel, Switzerland 
Paris, France 
Vienna, Austria 
1 
1 
1 
 
 
The member who studied at Basel and Paris also studied in Cologne, Germany. It is 
interesting (and almost striking) that Germany turned out to be the single most preferred 
country for study abroad among the members of the seven string quartets. Study abroad 
may or may not represent the general phenomenon for musicians in Japan, but it is still 
intriguing that among the seven string quartets, every member who studied abroad spent 
time in Germany. This is possibly due to the strengthened Japanese-German relations 
after World War II; and also because many Japanese musicians see Germany as the true 
home of the core quartet repertoire and string study. Mr. Koumatsu during a personal 
conversation noted that even though he does not agree that Germany is the single location 
with the best strings education, he agrees that many Japanese people (musicians and non-
musicians) conceive of Germany as being where Western classical music has its 
foundation.21 As I have gotten to meet and know more Japanese classical musicians, I see 
that this observation is quite true, as many of them sought to, and still seek to, study in 
Germany if possible. 																																																								
21 Personal conversation with Mr. Koumatsu in April 2014. This concept would be an interesting area for 
further study.  
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 If we look into the teachers of the thirty one quartet members, we can see that a 
few names appear more than once. The table below (Table 3.4) shows the teachers who 
have taught two or more members of the seven string quartets.  
Table 3.4 Teachers (with whom more than one member has studied) 
Violin 
Number of 
students 
taught 
Viola 
Number of 
students 
taught 
Cello 
Number 
of 
students 
taught 
T. Sumi  
K. Harada 
4 
4 
N. Urakawa 
M. Misemura 
2 
2 
H. Horie 
J. Onosaki 
2 
2 
 
 Two names that deserve further mention are Takeaki Sumi and Koichiro Harada. 
Mr. Sumi is the oldest child of Saburo Sumi, one of Japan’s earliest leading string 
pedagogues, along with Shiniichi Suzuki. Mr. Takeaki Sumi, his wife Nobuko, and their 
daughter Eriko are all well-known professional violinists in Japan. “The violin family” 
was chosen as the cover story for the Sutoringu of August 2012, and the article 
highlighted the family’s devotion to violin over the three generations.22 Like his father, 
Mr. Sumi is a distinguished violin pedagogue, through whom many violinists have been 
produced, i.e. four violinists of the seven string quartets, and his daughter. Mr. Sumi still 
serves as an emeritus professor at the Toho Gakuen School of Music.  
 Mr. Koichiro Harada is the founding member and the first violinist (1969-1981) 
of the Tokyo (Juilliard) String Quartet. His initial teachers in Japan included Saburo 
Sumi, the father of Takeaki Sumi, and Hideo Saito. Mr. Harada performed with the 
Tokyo Quartet for twelve years, and while he was a member, the Quartet won both the 
Coleman Chamber Music Competition and the Munich ARD Competition in 1970. As an 
																																																								
22 Hajime Koumatsu, “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (String Quartets 
of Japan: from Meiji Era to Excelsior),” Sutoringu 27, no. 8 (August 2012): 67-69. 
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active chamber musician, he formed the Tokyo Piano Trio with Minoru Nojima (piano) 
and Hakuro Mouri (cello), upon retiring from the Quartet in 1981. Mr. Koichiro Harada 
is also a faculty member of the Toho Gakuen School of Music.  
 The successful emergence of the seven string quartets—ARCO, Classico, Erdödy, 
Excelsior, Lotus, Morgaua, and YAMATO—is due partly to the successful guidance of 
their teachers and pedagogues. In a country where Western art music and string quartet 
music were once foreign, the spirit of chamber music has gradually been passed on from 
generation to generation, from its initial pioneers to pedagogues to students, and has 
produced more than a hundred string quartet ensembles since 1912.23 The following 
chapter will examine the venues where the seven string quartets and other ensembles 
perform, and will briefly discuss audiences for chamber music in Japan.
																																																								
23 For a list of names of these string quartets, see Hajime Koumatsu, Sekai no Gengakushijyusoudan to 
sono Reko-do, Nihonhen [String Quartets of the World and their Recordings, Japan] (Tokyo: Quartett Haus 
Japan Ltd., 2013), 6-13. 
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Chapter 4: Venues and Audiences 
 In order to identify the concert halls used for Western art music in Japan, the 
Venue Management Association and three concert program directors in Japan were first 
consulted.1 Concert halls vary across the country, from local community halls to world-
class popular music concert venues, and the two most concentrated groups of halls (those 
mostly used for Western art music concerts) are in Tokyo and Osaka, the two largest 
cities in Japan. There are about 300 concert halls in Tokyo and its five nearby prefectures 
(ken), with 150 locations in its metropolitan area alone.2 Osaka, the second largest city in 
Japan after Tokyo, and its five nearby prefectures count a total of 228 concert halls, of 
which thirty-two can be found in Osaka.3 Some of these halls have existed for more than 
a century, while others are relatively new. The largest of these halls range from 1000 to 
2000 seats, while smaller halls accommodate approximately 250 to 700. My research has 
shown that even though there are many large-scale concert halls for Western art music in 
Japan, there are only a handful that are built solely for the purpose of chamber music—
that hold regular chamber music concerts, competitions, and music festivals. The seven 
string quartets profiled in this study have regularly performed in a few of these halls. My 
research focuses on three halls with the goal of understanding their engagement with 
string quartet activities. The halls are the Daiichi Seimei Hall (Tokyo), the Suntory Hall 
(Tokyo), and the Izumi Hall (Osaka).  
 Before describing the three halls in detail, it is worth exploring a few general 
trends relating to concert scheduling, as well as hall managers’ perspectives on the state 																																																								
1 The concert hall managers include the managers of the Suntory, the Daiichi Seimei, and the Izumi Halls.  
2 A prefecture, or ken, is a governmental body that is larger than a city. Japan is made up of 43 prefectures, 
two large urban prefectures (Osaka and Kyoto), one territory (Hokkaido), and one metropolis (Tokyo).  
3 A list of all concert halls and all chamber music halls in Tokyo and Osaka is attached in Appendix C-a: 
List of Concert Halls in Tokyo and Osaka.  
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of string ensemble performance in Japan.  The following two graphs (Figures 4.1 and 4.2 
below) show the number of chamber music performances that took place between 2005 
and 2009 in six prefectures of Japan: two urban prefectures, Osaka and Kyoto, and four 
prefectures (Nara, Hyogo, Shiga, and Wakayama).4 This region is generally considered 
the Kansai.5 The Japan Chamber Music Foundation is currently working on a similar 
research in the Kanto region, at the center of which is Tokyo. The director of the Izumi 
Hall (Osaka) commented that although the numbers may be different for the Kanto 
region, its ratios would be quite close to those of the Kansai.  Looking at Figure 4.1 
below, one can note that the orchestra, chamber music, and solo keyboard concerts are 
the most popular events at the venues. 
Figure 4.1 Total number of performances between 2005 and 2009.6 
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4 Both graphs are based on the charts that were provided by the hall director at the Izumi Hall, Osaka. The 
research belongs to Toshikazu Umemoto, a board member of the Japan Chamber Music Foundation. His 
research data was published in January 2012, in the semi-annual music magazine, Kanade.  
5 See Appendix A, Map II for the map of Japan (Kanto and Kansai regions noted). 
6 “Large Ensemble” refers to large but not full orchestras, i.e. string orchestras or wind symphonies, etc. 
“Other” refers to genres other than Western classical music. 
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Events with chamber music display more variation in terms of ensemble size and 
instrumentation than those for orchestra or solo keyboard—chamber music here is 
defined as anything from duets to octets. The chamber music data in Figure 4.2 below 
breaks down the picture further: 
Figure 4.2 Chamber music performances; the breakdown of types of concert.7 
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Orchestral performances across these halls outweigh all other types of concert. The 
category of quartet concert ranks as the third most common type of performance within 
chamber music, although quartet concerts number far fewer than orchestral and duo 
performances.8 From these graphs, it can be seen that chamber music (especially quintets, 
quartets, and trios) is popular in general, but is just not as frequently heard as orchestral 
or duo concerts.  
 In addition to the above graphs, the survey of managers from the three halls 
considered in this research, as well as representatives from each of the seven string 																																																								
7 Duets are mostly for keyboard plus another instrument; trios are mostly piano trios; quartets are mostly 
string quartets and some piano quartets; quintets are mostly piano quintets; instrumentation for sextets, 
septets, and octets was not identified.   
8 Quartet includes string quartet, piano quartet, and other forms of quartet ensembles; the exact number of 
string quartets is not identified in the data.  
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quartets, provides important data on the spread of string quartet performances since the 
1990s. Figure 4.3 below shows the results when managers and representatives from the 
string quartets were asked the question, “How satisfied are you with the growth of string 
quartets (in numbers and the level) in Japan since 1990?” Only one concert hall manager 
out of the three responded “satisfied” with the growth of string quartet music, while the 
rest leaned toward “dissatisfied.” Some quartets abstained from answering this question, 
falling under the category of “other.”  
Figure 4.3 Level of satisfaction with the growth of string quartets since 1990.  
 
Figure 4.4 below shows the responses from the same group to the question, “Do 
you feel there is a need for more public string quartet activities (such as concerts, 
outreach programs, festivals, master classes, etc.) in Japan?” Those surveyed generally 
felt that it would be better if there were at least some increase in string quartet activities 
in the country. 
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Figure 4.4 Need for more string quartet activities. 
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Figure 4.5 below, however, shows disunity among the hall managers’ responses to 
the question of desired balance between different types of programming. One manager 
responded that the current balance was fine; another thought it was somewhat well 
balanced, while the third abstained from giving an opinion. Figure 4.5 reflects answers to 
the question: “In a yearly calendar, what do you think of the balance (in terms of number 
of concerts) between the performances of orchestra, solo, and chamber music at your 
hall?”  
Figure 4.5 Balance between the performances of orchestra, solo, and chamber music 
at the halls 
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 Concert halls in Japan, regardless of how long each has existed, have contributed 
in spreading Western art music in the country. Many of the large-scale halls have hosted 
orchestras and solo artists; and smaller halls have emerged to host solo recitals and 
chamber music. By number, chamber music performances are still fewer than orchestral 
performances; however, there are a few halls in Japan that have been continuously 
investing and engaging in the spread of chamber music, specifically string quartet music. 
As mentioned at the beginning of the chapter, the seven string quartets—ARCO, 
Classico, Erdödy, Excelsior, Lotus, Morgaua, and YAMATO—have performed regularly 
at some of these halls. Out of those venues, three halls have been selected for further 
research regarding their involvement with string quartet activities, and they are Daiichi 
Seimei, Suntory (Blue Rose), and Izumi Halls.  
 
The Daiichi Seimei Hall, the Suntory Hall, and the Izumi Hall9 
The Daiichi Seimei Hall, located in the southeast corner of the Tokyo Metropolis 
area (near Tokyo Bay), was founded in 1952 for the specific purpose of housing chamber 
music performances of both Japanese classical music and Western art music.10 It is one of 
the oldest chamber music halls in Japan, and was initially located inside the Daiichi 
Seimei Headquarters across from the Royal Palace in Tokyo. The hall was closed down 
in 1989 for relocation and major renovation, and reopened in 2001 at its current location, 
inside the Miraitoshi Triton Square.11 The new oval shape chamber seats 767. Since its 
																																																								
9 The photos of the auditoria are included in Appendix C-b: Photos of Auditoria of the Daiichi Seimei, the 
Suntory, and the Izumi Halls.  
10 Daiichi Seimei [The First Life Insurance] is one of the largest life insurance companies in Japan. The hall 
(and the Triton Arts Network, the hall management office) is under the full sponsorship of Daiichi Semei.  
11 Miraitoshi [The Future City] Triton Square was established in 2001, and consists of residential 
apartments, a few business offices, a concert hall, and a garden. The Square represents the advancement of 
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reopening under the management of the Triton Arts Network, the Daiichi Seimei Hall has 
continued to serve as a venue for chamber musicians, especially string quartets made up 
of native Japanese members and foreigners, giving them a space to perform and conduct 
outreach activities. The hall’s main events are its Life Cycle Concerts, String Quartet 
Weekend Concerts, and several outreach programs.12  
 The Suntory Holdings Limited—one of the oldest brewing and distilling 
companies in Japan—established the Suntory Hall in Tokyo in 1986 in honor of its 
sixtieth anniversary of whisky production and the twentieth anniversary of beer sales.13 
Now one of the most celebrated chamber music halls in Japan, the “Blue Rose Hall,” the 
smaller hall of the two inside the Suntory Hall building, seats either 384 or 432 people 
depending on the arrangement of the seats.14 This hall is dedicated specifically to 
chamber music, though because of its size is often used for musical seminars and lectures. 
Since the summer of 2011, the Suntory Hall Arts Management has been organizing the 
summer chamber music program, “Chamber Music Garden: Suntory Hall Chamber 
Music Academy.” This program has extended a regular invitation to the Quartet 
Excelsior (Japan), as well as to the Pacifica String Quartet (USA) in 2011, the Henschel 
String Quartet (Germany) in 2012, the Borromeo String Quartet (USA) and Carmina 
Quartett (Switzerland) in 2013, the Küchl String Quartet (Germany) and the Pacifica 
again in 2014, and the Kuss String Quartet (Germany) and the Miró String Quartet (USA) 
																																																																																																																																																																					
technology and architecture, and yet supports art and culture. The Daiichi Semei Hall Office is located 
inside the Square.  
12 Life Cycle Concerts are usually solo recitals of award winning artists. String Quartet Weekend Concerts 
invite string quartets, such as the Erdödy, the Excelsior, and the winner of Borciani Competition, to give 
weekend concerts.  
13 “Suntory Foundation for Arts,” Overview of the Foundation, accessed January 28, 2016, 
http://www.suntory.com/sfa/.  
14 “Suntory Hall Facilities,” Suntory Hall, accessed January 28, 2016, http://www.suntory.com/culture-
sports/suntoryhall/seat/facilities.html. 
 78 
in 2015. Master classes and training hosted by these ensembles have provided great 
opportunities for professional and amateur musicians from prestigious music institutions 
across the Tokyo area, such as the Toho Gakuen School of Music and the Tokyo 
University of Arts.  
 Even newer than the Suntory Hall, the Izumi Hall in Osaka was founded in 1990 
to celebrate the sixtieth anniversary of the Sumitomo Life Insurance Company. 
According to the Hall’s official website, it is modeled after the Grosser Musikvereinsaal 
in Vienna, Austria, and seats 821.15 The notable aspect of the hall is that the Osaka 
International Chamber Music Competition—including the string quartet division—has 
been held there since 1996, attracting emerging artists from all over the world. The jury’s 
chairman is Mr. Tsuyoshi Tsutsumi (cello), the president of the Suntory Hall, who also 
served as a faculty member at the University of Illinois Urbana-Champaign from 1984 to 
1988.16 This hall has been valuable for Japanese and foreign string quartets as well as 
other types of chamber ensembles in Japan, as it is the only venue in the country that 
holds regular international chamber music competitions.17  
Table 4.1 below shows the average number of string quartet events held at these 
three halls within the span of a year, for the period between April 2007 and March 2013. 
Table 4.1 The average number of string quartet events, April 2007 to March 2013 
 
SQ 
Concerts Chamber 
Music 
Festival 
Outreach 
Events/Project 
Chamber 
Music 
Competition All 
Concerts 
																																																								
15 “Izumi Hall History,” Osaka City Information, accessed January 28, 2016, http://www.osaka-
info.jp/en/search/detail/sightseeing_5003.html. 
16 “Cellist Tsuyoshi Tsutsumi takes on the Full Program of Japanese Composers,” Japan’s Classical Music 
Artists News, last modified November 2007, accessed January 28, 2016, 
http://japansclassic.com/news/081031/03.html. 
17 The seventh competition was in July 2011; the eighth competition will be in May 2014.   
 79 
(Table 4.1 cont.) 	
Daiichi 
(Tokyo) 
7 
- 
Monthly since 
2006 
- 
26 
Suntory 
(Tokyo) 
14 Yearly since 
2011 
11 - 
56 
Izumi (Osaka) 
3 
- 5 
Every three 
years since 
1996 32 
 
Each hall provides a unique contribution to the chamber music scene in Japan. The 
Daiichi Seimei has the most outreach programs. Activities include providing short recital 
programs at several elementary, middle, and high schools in the Tokyo region and giving 
concerts at nursing homes. Its outreach concerts include its Open House Concerts at the 
hall, its Hello! Concerts (promoting the hall at the district museum), and its Lobby 
Concerts, which are short concerts performed in the lobbies of the Triton Square or 
nearby businesses in the evening just as the workday ends. All these events are chamber 
music events, featuring ensembles ranging from duos to quintets.  
 The Suntory Hall is the only hall in the country that runs a yearly chamber music 
festival focused on string quartet music, titled “The Chamber Music Garden: Suntory 
Hall Chamber Music Academy.” The Quartet Excelsior is invited every year to serve as 
faculty in residence during the festival, and during the past three festivals, different 
foreign string quartets have been invited to fill in as guest faculty, including the Pacifica, 
the Henschel, and the Miró. The festival was launched in 2011 to commemorate the 
Hall’s twenty-five year anniversary. “The Chamber Music Garden” is Japan’s first 
exhaustive chamber music festival, and tends to program the following each year: a major 
string quartet cycle (i.e. Beethoven, Shostakovich, Bartók) over the course of three days 
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by the guest foreign quartet; multiple chamber music concerts by other guest artists, 
including Tsuyoshi Tsutsumi (Hall Director and cellist), the Quartet Excelsior, and 
sixteen selected students from major conservatories in Tokyo; and daily master classes 
(open to public) on chamber music repertoire given by the guest artists. 
 Though Izumi Hall hosts far fewer string quartet concerts in a year than the other 
two halls, it is the only venue in Japan that hosts an international string quartet 
competition. The Osaka International Chamber Music Competition was founded in 1993 
under the direction of the Japan Chamber Music Foundation, and is held every three 
years.18 The Osaka Competition became a member of the World Federation of 
International Music Competitions (WFIMC) in 1997.19 The Japanese string quartets that 
have placed in this competition include: the Lotus String Quartet in 1993 (third place), 
the Quartet Excelsior in 1996 (second place), the String Quartet ARCO in 1999 (third 
place), and the Verus String Quartet in 2011 (third place).  
Table 4.2 below charts the number of string quartet performances at the three 
halls since the foundation of the seven quartets until the end of 2014. 
Table 4.2 String Quartet Performances at the Three Halls 
             Halls 
 SQ(since) Daiichi (Tokyo) Suntory (Tokyo) Izumi (Osaka) 
ARCO (2008) - - - 
																																																								
18 “Osaka International Chamber Music Competition,” Japan Chamber Music Foundation, last modified 
2013, accessed January 28, 2016, http://www.jcmf.or.jp/news/competition-festa.html.  
19 Founded in 1957 in Geneva, Switzerland, the World Federation of International Music Competitions 
(WFIMC) is a network of classical music competitions and organizations that aims to recognize promising 
musicians and ensembles. There are currently about 120 competitions in the Federation, some of which are 
the Queen Elizabeth International Competition, the Van Cliburn International Piano Competition, the 
Bordeaux International String Quartet Competition, the Borciani String Quartet Competition, etc. The 
Osaka Competition is Japan’s first international chamber music competition. For more information, see 
“Competition,” World Federation of International Music Competitions, accessed January 29, 2016, 
www.wfimc.org.  
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(Table 4.2 cont.) 	
Classico (1986) 14 - 1 
Erdödy (1996) 12 1 - 
Excelsior (2001) 17 4 1 
Lotus (1992) - 1 1 
Morgaua (1992) - - - 
YAMATO 
(2010) - - - 
 
 Among the seven string quartets, the Quartet Excelsior is the only ensemble that 
has performed at all three halls. Its single performance at the Izumi Hall occurred at the 
Osaka International Chamber Music Competition, where the ensemble took second place. 
Since 2001, the Excelsior has been a regular guest at the Daiichi Seimei Hall, and in 2011 
began performing at the Suntory Blue Rose Hall with the launch of the Hall’s “Chamber 
Music Garden.” The Excelsior is also the only Japanese string quartet that has been 
invited to the “Chamber Music Garden.” The Erdödy String Quartet also has been a 
regular at the Daiichi since 2001, but has not played at the other two halls with the 
exception of one performance at the Suntory in 2007.  
 Other venues in Tokyo where the seven string quartets and other string quartets 
often perform include: Tokyo Bunka Hall, the Sumida Triphony Hall, the JT Art Hall, the 
Toppan Hall, and the Tsuda Hall in the Tokyo region. Beyond Tokyo, the string quartets 
have performed at Minato Mirai Hall and Phillia Hall in Yokohama, and Munetsugu Hall 
in Nagoya. The Phoenix Hall in Osaka is also a popular venue for chamber music in the 
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Osaka region.20 Table 4.3 below shows that these halls have hosted at least two of the 
seven string quartets discussed in this study since the mid-1990s. The Excelsior and the 
Erdödy outweigh the other four string quartets in terms of number of performances at 
these venues.  The Lotus String Quartet has been eliminated from this table since the 
majority of its performances are in Europe. The Lotus performed at the Suntory in 2011. 
Table 4.3 String Quartet Performances at other Halls 
 SQ  
Hall 
ARCO 
since 
2008 
Classico 
since 
1986 
Erdödy 
since 
1996 
Excelsior 
since 
2001 
Morgaua 
since 1992 
YAMA-
TO 
since 2010 
JT Art 2  2    
Minato 
Mirai 
(Yokohama) 
  1 1  3 
Munetsugu 
(Nagoya)   4 1   
Phillia 
(Yokohama)    2  1 
Phoenix 
(Osaka)  
  1 1   
Sumida 
Triphony   2 1   
Tokyo 
Bunka 
 9 11 18   
Toppan 3 1  2   
Tsuda  1 1 6   
 
 Even though there are many concert halls in Japan, only a handful of them are 
dedicated to actively engaging in string quartet activities. The few in the country, such as 
the three halls mentioned, seem to be at the core of the sustaining and spreading of 
chamber music and string quartet music, by holding regular string quartet concerts, 
outreach programs, and chamber music festivals or competitions. From the study of 																																																								
20 See Appendix C-a for the number of seats for each hall. 
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venues, one can note that though chamber music as a whole has settled as one of the key 
elements of Western classical music in Japan, the string quartet still has the potential to 
grow more in terms of the number of concerts and string quartet-related activities that are 
given. The respondent members from each of the seven string quartets all agreed that one 
of the key ways to grow as a quartet is to strive toward engaging more with concert halls, 
while maintaining the connection with the halls where they have already performed—
which can be more essential than the former.21 
 
Audiences  
 
 String quartet music is considered a high art form, which requires high 
seriousness also from the audience. Its musical complexity of form and design; the high 
level of musical concentration required for both performers and listeners; the expressive 
intensity generated by such complexities; and the intimacy therefore created between the 
ensemble and the audience, are among the factors that make string quartet music a “high 
art” form.22 As quartet audiences tend to be drawn to such musical “seriousness,” the 
growth and success of the Japanese string quartets, likewise anywhere in the world, is 
presumably due to an audience that follows and supports the ensembles.  
According to Dr. Pitts, the difficulty in audience study lies in its recentness of the 
research, and it methodologically being at “infant level” when it is questionnaire-based.23 
This part of my research aims at qualitative and impressionistic assessment, based on the 
data from a survey of classical music concert attendees (conducted by a sociologist), and 
from individuals (the concert hall directors/managers and string quartet ensembles). In 																																																								
21 In personal conversations with some of the members. 
22 During a personal conversation with Dr. Bashford, Fall 2013. 
23 Stephanie Pitts, “What Makes an Audience? Investigating the Roles and Experiences of Listeners at a 
Chamber Music Festival,” Music and Letters 86, no. 2 (2005): 257-269. 
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this part of the chapter, I intend to briefly examine the nature of the general audience, and 
to ask if there is a certain age group that enjoys chamber and string quartet music. 
Despite the fact that there is a large non-Asian population in Japan and especially Tokyo, 
the audience in this study is likely made up almost exclusively of Japanese nationals.  
Professor Hiroshi Nishijima conducted an audience survey, aiming to find out 
information about the audience of classical music concerts in Japan. The data from his 
research has helped me understand the audience for classical music concerts in general in 
Tokyo.24 
The research in Tokyo covers: 
- April to August, 2002 
- 23 wards in Tokyo Metropolis 
- 5 halls (2 that seat over 1,000; and 3 that seat around 500; names of halls remain 
anonymous) 
- 1212 participants (541 male; 671 female) 
- 9 concerts (orchestra, chamber, solo, varying repertoires, Japanese and non-Japanese 
musicians; names of exact repertoires and musicians remain anonymous.) 
 
Table 4.4 below summarizes the findings on the age group and gender of the 
audience for the classical music concerts in Tokyo between April and August, 2002.25 
Table 4.4 Age Group and Gender (%) 
Age group Male Female Total 
29 and below 10.9 21.7 16.9 
30 to 39 15.4 21.4 18.7 
40 to 49 16.7 17.1 16.9 
50 to 59 22.0 25.2 23.8 
																																																								
24 The original research also covers the areas of Niigata, and Kagoshima. The data from these prefectures 
have been eliminated for this part of the research.  
25 Hiroshi Nishijima, “Who attends Classical Music Concerts? –Based on Questionnaire Research 
Conducted at Tokyo, Niigata, and Kagoshima,” University of Tokyo Bulletin of the Graduate School of 
Education, 43 (March 2004): 57-76.  
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(Table 4.4 cont.) 	
60 to 69 25.9 12.1 18.3 
70 and up 9.0 2.4 5.4 
Total 100 100 100 
 
The biggest percentage of the male audience is aged 60 to 69, while for the female 
audience the largest group is aged 50 to 59. The second largest group of men is 50 to 59 
years of age, and contrastingly for women, 30 to 39.  The two largest percentages of male 
audience are between 50 to 69 years of age, and they add up to nearly half (47.9%) of the 
total male attendees. For both genders taken together, the largest age group is 50 to 59 
years of age (23.8%).  According to this data, people in their fifties and sixties make up a 
large percentage of audience for classical music concerts.  
The findings of Professor Nishijima’s research seem to be in line with concerts of 
string quartet music also. In my personal conversations with the members of the Pacifica 
String Quartet in the summer 2014, they mentioned that they see several audience 
members who repeatedly come to their concerts in Japan, most of them being older 
gentlemen in their sixties (exact age unknown). According to Ms. Kikuchi, the former 
assistant manager at the Daiichi Seimei Hall, they are probably people who are well 
educated, have a rich cultural environment (appreciation for arts), have some kind of 
background in musical learning, have a friendly attitude toward music, and also have 
time and financial margin for their activities (the retirement age is usually sixty-five in 
Japan).26 People in such an age group make up a considerable portion of the chamber 
music concert audience, according to Ms. Kikuchi, who says she hopes that the age group 
																																																								
26 During a personal conversation, summer 2014.  
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expands to younger generations.27 Mr. Koumatsu also mentioned during my conversation 
with him that part of the reasons for the older age group enjoying chamber music is that 
they are the generation (including himself) that saw and experienced the peak of the 
chamber and string quartet music scene in Japan during the 1970s, when a number of 
Japanese and non-Japanese string quartets gave high quality (he used the word, 
“highest”) concerts, which has set the standard for the level of string quartet music in the 
country. Such audiences, including himself, are still looking and waiting for a Japanese 
string quartet with the comparable artistry to emerge; this has been a motivation for them 
to keep supporting, and remaining fans of, string quartet music. He, too, hopes that the 
younger generation will find more interest in chamber and string quartet music, though he 
understands that the liking for such a genre takes time to grow.28   
 It may be an overstatement to say that the audience for string quartet music in 
Japan comprises people in their fifties years of age and up, but from conversations with 
hall managers (Ms. Kikuchi and Ms. Minoguchi), Mr. Koumastu, and the members of the 
Pacificia String Quartet, they seem to agree that the general age group of such audience is 
usually older, at least the ones who repeatedly attend the concerts. Mr. Koumatsu has said 
that it is now left up to the string quartets, hall managers, and young musicians (referring 
to me) to develop and foster the next generation of string quartet audiences, by exposing 
younger students to chamber and string quartet music, and educating them more about the 
																																																								
27 During personal conversations with Ms. Kikuchi and Ms. Minoguchi, summer 2012; both have 
mentioned that as hall directors, it is quite challenging to draw young audiences (i.e. high school and 
college students) to chamber music events, whereas tickets to orchestra concerts and solo recitals have been 
relatively easier to sell.  
28 During a personal conversation with him, April 2015.  
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beauty of the genre; this is all in the hope of building the next generation of audiences 
with a seriousness for “high art.”29  
																																																								
29 During a personal conversation with him, April 2015. 
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Chapter 5: Repertoire and Programming 
According to Eddy Chang in his article in Asia Europe Journal about the 
reception of the Beethoven’s Ninth Symphony in Japan, the music of the Classical and 
early Romantic periods has spread easily in Japan due to the comfortable and yet 
stimulating tonality of the music.1 The author notes that Mozart and Beethoven are 
favored among art-music composers in Japan because early music education starts with 
Mozart (i.e. “Ah Vous Dirai-je Maman” Suzuki Method Book I, which is commonly 
known as the Twinkle Twinkle Little Star in English), and music education (at least the 
required amount) stops at Beethoven (i.e. the Fifth and Ninth Symphonies).2 Mandatory 
music education for children usually stops after junior high school. The general 
population is given a basic music education through formal schooling and extra-
curricular activities. Most elementary and junior high schools, as in the USA and many 
other developed countries, implement basic music education as part of the curriculum.3 
The author also comments that the turn of the millennium was the appropriate time for 
Japanese people to appreciate Western art music more.4  
 
The seven quartets’ concert repertoires 
																																																								
1 Eddy Y. L. Chang, “The daiku Phenomenon: Social and Cultural Influences of Beethoven’s Ninth 
Symphony in Japan,” Asia Europe Journal no. 9 (February 2007): 93-114.  
2 Chang, “The daiku Phenomenon,” 95. 
3 Dr. Elizabeth Oyler, one of my doctoral committee members who specializes in Japanese studies 
(language and culture), and I  agree that the emphasis on music education seems slightly stronger in Japan 
than the USA. This may be due to the Japanese affinity for European culture at play, which could be 
another area of fruitful further studies. 
4 Other sources that have helped me understand this phenomenon include books such as Seiyo no Oto, 
Nihon no Mimi [Western Sound and Japanese Ears] and The Beginnings of Western Music in Meiji Era 
Japan, as they both lay out the initial steps of classical music in Japan; see Kousuke Nakamura, Seiyō no 
oto, Nihon no mimi: kindai Nihon bungaku to Seiyō ongaku [Western Sound and Japanese Ear: Recent 
Japanese Literature and Western Music] (Tokyo, Japan: Shunjusha, 1987) 20-55; and Ury Eppstein, The 
Beginnings of Western Music in Meiji Era Japan (New York, NY: Edwin Mellen Press, 1994), 10. 
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In accordance with Mr. Chang’s observation, the concert programs and repertoires 
of the string quartets in Japan that I have studied seem to show that the “usual” repertoire 
lies between the Classical and the early Romantic eras. For the Classico, the Erdödy, and 
the Excelsior, I was able to attain historical data about their concert programs from their 
official websites. For three other string quartets, the ARCO, the Morgaua, and the 
YAMATO, I gathered as much repertoire information as possible from the items (mostly 
concert ads) that I identified in newspapers.5 For the Lotus, I was in direct contact with a 
member of the quartet, but I was informed that there is no formal account of their concert 
programs from the past. I gathered the Lotus’s concert information from the 
advertisements in the newspapers for the quartet’s concerts in Japan. Table 5.1 below 
presents the three most frequently performed works by the seven string quartets between 
1999 and 2013, based on the information I was able to find. 
Table 5.1 Top three most frequently performed works by the seven quartets 
between 1999 and 2013 
String 
Quartets The work and number of performances 
ARCO 
(2000-
2013) 
  Dvořák No.12 Op. 96 
“American” 
Beethoven No. 10 
Op. 74 “Harp” 
2 
Haydn Op. 33/1 
Haydn Op. 20/1 
Haydn Op. 76/3 
“Emperor” 
1 
Classico 
(2003-
2013) 
Beethoven 
Op.131 
Beethoven 
Op.132 
11 
Beethoven Op. 135 
10 Beethoven Op. 59/2  8 
      
																																																								
5 I contacted the management offices for the ARCO and the YAMATO for information about their 
repertoire, but I did not hear from them. I made sure that the concert ads from different newspapers were 
not advertising the same concert. The newspapers in question are Asahi, Yomiuri, Mainichi, Sankei, and 
Nihon Keizai, the same five that are discussed in Chapter 6.  
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Erdödy 
(2000-
2014) 
Haydn Op. 
76/2 7 
Haydn Op. 76/3 
“Emperor” 
Britten No. 3 
Schumann Op. 41/3 
Mendelssohn Op. 80 
Borodin No.2 
4 
Mendelssohn  
    Op. 12 
Mendelssohn  
    Op. 13 
Debussy Op. 10 
Sibelius Op. 56 
Beethoven  
    Op. 132 
Grieg No. 1  
    Op. 27 
3 
 
Excelsior 
(2000-
2014) 
Japanese Folk 
Songs (arr. by 
Koumatsu) 
25 Dvořák No. 12 Op.96 “American” 16 
Beethoven  
    Op. 18/5 
Beethoven  
    Op. 59/1 
Beethoven  
    Op. 59/3 
10 
Lotus 
(1999-
2012, 
Japan 
concerts 
only) 
Schumann Op. 
41/1-3 4 
Schubert D. 810 
“Death and the 
Maiden” 
2 
Brahms Nos. 1-3 
Beethoven No. 6 
“Harp,” Nos. 7-
9, No. 11 
“Serioso” 
Bartók No. 6 
Mozart No. 16 
Mendelssohn  
   No. 3 
1 
Morgaua 
(2000-
2013) 
 
Pink Floyd 
King Crimson 5 
Shostakovich No.9 
Britten No. 2 Op. 36  4 
Shostakovich  
   No. 7 
Shostakovich  
   No. 5 
3 
YAMA-
TO 
(2011-
2014) 
 
 
 
 
 
Grieg No. 1 Op. 27 3 
 
Haydn Op. 74/3 
 2 
 
The retrieved data for the ARCO and the YAMATO shows that those groups have 
not performed much compared to the other five string quartets. The ARCO’s most 
frequently performed quartets are Dvořák’s No. 12 Op. 96 (“American”) and 
Beethoven’s Op. 74 (“Harp”). The quartet has not given concerts since 2013. The 
YAMATO String Quartet has performed Grieg’s No. 1 Op. 27 most often. Both quartets 
seem to favor Romantic composers’ works.  
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Quartetto Classico  
The Classico’s repertoire is drawn heavily from the Classical and early Romantic 
eras. Table 5.2 below is the list of works that have been performed at least three times by 
the Classico since 2003.6  
Table 5.2 Classico’s most repeated repertoire 
Number  
of 
Performances 
Work  
Classical 
 
 (c.1750-c.1830) 
Early Romantic 
 
(c.1830-c.1880) 
 
Late 
Romantic/ 
20th Century 
(c.1880 and 
on) 
 
11 Beethoven Op.131  Beethoven Op.132   
 
10 Beethoven Op.135    
8 Beethoven No. 8 Op. 59/2    
6 
Mozart K. 458 “Hunt” 
Schubert D. 810 “Death 
and the Maiden” 
  
5 
Mozart K.465 
“Dissonance” 
Mozart K.525  
Beethoven Op. 18/1  
Beethoven Op. 59/1  
Beethoven Op. 59/3  
 Shostakovich No.2 
4 
Mozart K. 499 
“Hoffmeister”  
Beethoven Op. 18/2  
Beethoven Op.127  
Schubert D.804 
“Rosamunde” 
Dvořák No. 12 Op. 
96 “American” 
 
Shostakovich 
Nos. 1, 3 
Bartók  
    Nos. 1, 6 
																																																								
6 The division of the eras is approximate, following the guideline of the Naxos Period Catalogue List 
(http://www.naxos.com/education/brief_history.asp); the divisions are based on the composers’ birth years 
rather than the style of the works.  
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3 
Bach Art of Fugue 
Haydn Op. 76/3 “Emperor” 
Mozart K. 387 
Beethoven Op. 18/3  
Beethoven Op. 18/4  
Beethoven Op. 18/5  
Beethoven No. 11 Op. 95 
“Serioso” 
Schubert D. 87 
Schubert D. 703 
Dvořák Op. 61 
Tchaikovsky No.1 
Op.11  
Shostakovich 
Nos. 11, 12 
Bartók  
    Nos. 2, 4, 5 
 
Other composers whose works have been performed by the quartet are Debussy, 
Sibelius, Boccherini, Janáček, Ravel, Fauré, and Pärt, but these works have not been 
repeated more than once. The quartet’s most “modern” work is Arvo Pärt’s Fratres 
(1992), which was performed only once in 2010. The Classico, as the name itself conveys, 
concentrates on giving repertoire that is traditionally “classical” (works by Haydn, 
Mozart, Beethoven, and Schubert). Some works by Schubert, Dvořák, and Tchaikovsky 
have been repeated three times or more; also, some works by Shostakovich and Bartók 
have been performed. From this list of repeatedly programmed works, it may be assumed 
that the quartet’s strength, or confidence, is in performing the classical repertoire. As 
mentioned in the previous chapter, the quartet performs most of its concerts from 
memory. It is perhaps sensible to assume that memorizing conventionally traditional 
repertoire may be marginally easier than memorizing works by Shostakovich or Bartók. 
Regardless, the Classico’s concert history shows that the works from the Classical Era 
rank as its most repeated repertoire. 
 
Erdödy String Quartet  
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 Table 5.1 (above) shows us that the Erdödy has given quite a number of 
performances, even though the quartet has not been written about in newspapers much.7 
Table 5.3 below shows that the Erdödy has performed Haydn’s Op. 76/3 and Schumann’s 
Op. 41/3 the most often. 
Table 5.3 Erdödy’s most repeated repertoire 
Number  
of 
Performances 
Work  
Classical 
 
 (c.1750-c.1830) 
Early Romantic 
 
(c.1830-c.1880) 
 
Late Romantic/ 
20th Century 
(c.1880 and 
on) 
 
4 Haydn Op. 76/3 Schumann Op. 41/3  
3 
Beethoven No. 15 Op. 
132 
Mendelssohn Op. 12 
Mendelssohn Op. 13 
 Ligeti No.2 
2 
Haydn Op. 64/5 
Beethoven No. 7 Op. 
59/1  
Beethoven No. 11 Op. 95 
“Serioso” 
Beethoven Op. 135  
Schubert D. 804 
Debussy Op. 10 Smetana No. 1 Janáček No.1 
 
Next to the works of Haydn and Schumann, the Erdödy has most often performed 
music by Mendelssohn, Beethoven, and Ligeti. The Erdödy also seems to place heavier 
weight on Classical repertoire, except that Mozart’s music has not been performed much. 
In addition to the pieces shown in the Table 5.3 above, other works that the Erdödy has 
performed (once each) include:  
 Haydn Op. 76/1 and Op. 76/5 
 Mozart K.465 
 Beethoven No. 14 Op. 131  																																																								
7 The reason for this seems unclear for this ensemble. See Chapter 6 for details on the number of newspaper 
items and periodical articles for each string quartet.  
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Mendelssohn Op. 44/1-3   
Schumann Op. 41/1 
 Britten Nos. 1 and 2 
 Bartók No. 4 
 Janáček No. 2 
 
Quartet Excelsior 
 
 The Quartet Excelsior shows a somewhat similar trend to the Classico and the 
Erdödy, only it has a greater variety of repertoire in comparison. As seen in Table 5.1, the 
Excelsior’s greatest number of performances are of Dvořák’s No. 12 Op. 96 
(“American”), aside from Hajime Koumatsu’s arrangement of Japanese Folk Songs. 
From Table 5.1 
Excelsior 
Japanese Folk 
Songs (arr. for 
SQ by 
Koumatsu) 
25 Dvořák No. 12 Op. 96 “American” 16 
Beethoven 18/5 
Beethoven 59/1 
Beethoven 59/3 
10 
 
The only other work of Dvořák that the Excelsior has performed is his No. 10 Op. 
51, which the ensemble has performed twice. The third most frequently performed works 
are all by Beethoven. Table 5.4 below lists the works that the Excelsior has performed 
three times or more (excluding the ones from Table 5.1, which are also stated above). 
Table 5.4 Excelsior’s most repeated repertoire 
Number  
of 
Performances 
Work  
Classical 
 
 (c.1750-c.1830) 
Early Romantic 
 
(c.1830-c.1880) 
 
Late Romantic/ 
20th Century 
(c.1880 and on) 
 
9 Beethoven Op. 18/6    
8 Mozart K. 465 Beethoven No. 2 Op.18/2  
Mendelssohn 
Op.12 
 
7 
Beethoven Op.18/4  
Beethoven No. 11 Op. 95 
“Serioso” 
Haydn Op. 64/5  
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6 
Haydn Op. 33/3 
Haydn Op. 33/4  
Mozart K. 159 
Beethoven Op. 132  
Janáček No.1 Bartók No.3 
5 
Mozart K. 173 
Beethoven No. 1 Op. 18/1  
Beethoven No. 10 Op. 74 
“Harp” 
Beethoven Op. 127  
Schubert D.804 
“Rosamunde” 
 Sculthorpe         No.15 
4 
Beethoven Op. 18/3  
Beethoven No. 8 Op. 59/2  
Schubert D. 703 
Smetana No. 1 Bartók No. 6 Ligeti No. 2 
3 
Haydn Op. 2/10 
Haydn Op. 20/2 
Mozart K. 80 
Mozart K. 155 
Mozart K. 575 
Mozart K. 581 
Beethoven Op. 131  
Brahms No. 2 Op. 
51  
Glazunov Op. 150 
Ravel F Major 
Shostakovich     
    No. 8 Op.110  
Villa-Lobos  
    No.1 
 
Among the quartets that have been performed between three to nine times, the Classical 
works outnumber the works from the early Romantic era, with the most often performed 
quartets being Beethoven’s. The Excelsior’s entire repertoire list shows, however, that the 
ensemble also invests much in late Romantic and twentieth-century music, with the 
fewest number of performances of early Romantic repertoire. Table 5.5 below is a list of 
composers of the late Romantic era and the twentieth century, whose works have been 
performed by the Excelsior.8  
Table 5.5 Late Romantic and twentieth century composers, performed by Excelsior 
Composers, alphabetical  
(Japanese composers*) 
																																																								
8 See Appendix D: Repertoire List, Quartet Excelsior, for the specifics regarding these composers’ works. 
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(Table 5.5 cont.) 	
M. Aslama 
B. Bartók  
A. Berg 
E. I. Bergman 
B. Britten 
J. Campoverde 
O. Carmona  
T. Carreño 
Ka Nihn Chan  
F. T. A. Delius 
K. Ensio-Aho 
P. Glass 
A. E. Ginastera 
M. Goto* 
H. Hayashi* 
H. Howells 
M. Isao*            
S. Iwakawa* 
T. Kawasoi* 
A. Khachaturian 
S. Kino* 
J. Kondo* 
G. Ligeti 
H. Lobos 
A. Miyoshi* 
M. Miwa* 
É. Mouquet 
K. Niigura* 
A. Nishimura* 
I. Nodaira* 
K. Oguri* 
A. Piazzola 
S. Prokofiev 
F. M. Olbrisch 
A. Sallinen 
K. Sato* 
A. Schoenberg 
S. Sciarrino 
P. Sculthorpe 
D. Shostakovich 
L. Sirmen 
I. Stravinsky 
S. Suzuki* 
S. Takada* 
R. Taki * 
T. Takemitsu* 
K. Watanabe* 
A. Webern 
W. F. von Wurm 
I. Xenakis 
K. Yamada* 
H. Yamamoto*  
Isang Yoon 
A. Zemlinsky  
 
 Among the seven string quartets, the Quartet Excelsior has the most extensive 
repertoire list. The Quartet Excelsior has been performing the most late Romantic and 
twentieth century works among not only the seven string quartets studied for this 
research, but also among all Japanese string quartets. The quartet invests much in newer 
repertoire, in order to expand the ensemble’s technical abilities and to deepen its musical 
understanding. The ensemble has attracted many Japanese composers, and it has brought 
life to their music quite successfully in some cases. Among these, the best example would 
be that of Koumatsu’s arrangement of several Japanese Folk Songs. The music itself is 
not a new composition, and this arrangement has been performed also by the Erdödy and 
the YAMATO; however, the Quartet Excelsior continues to present it at various musical 
events in Japan. This explains why the number of the performances of this one piece 
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exceeds all other works performed by the Quartet Excelsior. The YAMATO String 
Quartet gave the world premiere recording of it, though the Excelsior recorded a few 
numbers from the arrangement also.9  The Quartet Excelsior has recorded music by other 
Japanese contemporary composers: the group’s discography includes works by K. 
Yamada, H. Miyoshi, and Y. Yamamoto.  
Next to Koumatsu’s arrangement of folk songs, Antonin Dvořák’s No. 12 Op. 96 
(“American”) is the Quartet Excelsior’s single, most often performed work, but this does 
not mean that the ensemble’s focus is on Romantic repertoire. Rather, the ensemble 
seems to focus on repertoire in the following order: Classical/early Romantic, Late 
Romantic/Twentieth Century, and then the early and late Romantic.  
 
Lotus String Quartet 
 The Lotus String Quartet’s most frequently performed works in Japan are 
Schumann’s three quartets. Other often heard works are by Schubert, Brahms, 
Beethoven, Bartók, and Mozart. Mr. Neundorf, the second violinist of the quartet, 
mentioned that “the quartet’s favorite works are by Classical and Romantic composers, 
Beethoven on top, but also Mozart, Schubert, Haydn, Brahms, and Schumann. The 
quartet also loves Debussy and Ravel.”10 Table 5.6 below shows the works from the 
Classical and early Romantic eras that the Lotus has performed. 
Table 5.6 Lotus’ Repertoire from the Classical/Early Romantic Eras 
Composer Work  
																																																								
9 See Appendix E for the discographies of all seven string quartets 
10 Mathias Neundorf, email message to author, November 13, 2015. 
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(Table 5.6 cont.) 	
J. Haydn Op. 20/2 C Major 
Op. 20/4 D Major 
Op. 50/6 D Major “Frog” 
Op. 64/5 D Major “Lark” 
Op. 74/2 F Major 
Op. 76/1 G Major 
Op. 76/2 D minor 
Op. 76/3 C Major “Emperor” 
Op. 76/4 B Major “Sunrise” 
Op. 77/1 G Major 
Op. 77/2 F Major  
W. A. Mozart K. 155 D Major 
K. 156 G Major 
K. 157 C Major 
K. 173 D minor 
K. 387 G Major 
K. 421 D minor 
K. 428 Eb Major 
K. 458 B Major “Hunt” 
K. 464 A Major  
K. 465 C Major “Dissonance” 
K. 499 D Major “Hoffmeister” 
K. 575 D Major “Prussian” No. 1 
K. 589 B Major “Prussian” No. 2 
K. 590 F Major “Prussian” No. 3 
L. van Beethoven All 
F. Schubert D. 32 C Major 
D. 36 B Major 
D. 46 C Major 
D. 74 D Major 
D. 87 Eb Major 
D. 112 B Major 
D. 353 E Major 
D. 703 C minor “Quartettsatz” 
D. 804 A minor “Rosamunde” 
D. 810 D minor “Death and the Maiden” 
D. 887 G Major 
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The above works of four composers total 43 pieces (Haydn 11, Beethoven 17 
(all), Mozart 14, Schubert 11). The total number of the Lotus’s non-Classical and early 
Romantic works is only 49, including the works of twentieth-century composers.11 The 
number of performances of works by Haydn, Beethoven, Mozart, and Schubert is far 
greater than the performances of works composed by all others. These numbers confirm 
that the Lotus favors works from the Classical and early Romantic eras, in a similar trend 
to what we have seen with the Classico. 
 
Morgaua Quartet 
The Morgaua Quartet exhibits a seemingly different trend of repertoire compared 
to the other six string quartets. Below is the table showing their most often performed 
works.  
Table 5.7 Morgaua’s most repeated repertoire 
Number  
of 
Performance 
Work  
Classical 
 
 (c.1750-c.1830) 
Early Romantic 
 
(c.1830-c.1880) 
 
Late Romantic/ 
20th Century 
(c.1880 and on) 
 
5   
Pink Floyd 
King Crimson 
(music arranged for string 
quartet) 
4   Shostakovich No. 9 Britten No. 2 Op. 36  
3   Shostakovich No. 5 Shostakovich No. 7 
2   Shostakovich No. 4 Lutosławski String Quartet 
 
The Morgaua Quartet has performed the arranged versions of “progressive rock” 
music the most often, namely music from Pink Floyd’s album Atom Heart Mother and 																																																								
11 See Appendix F, Lotus, for specifics regarding these works.  
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from King Crimson’s Red and Twenty First Century Schizoid Man. Next to these, 
Shostakovich’s String Quartets Nos. 5, 7, and 9 have been performed the most frequently, 
and Britten’s No. 2 Op. 36 has been performed as many times as Shostakovich No. 9. The 
quartet has also performed the string quartet by Lutosławski, a composer whose work has 
not been performed by any of the six other string quartets. The data above shows that the 
Morgaua Quartet specializes in performing progressive rock music and Shostakovich 
string quartets, in the similar manner as the Kronos String Quartet.12 
 
Analysis  
When dividing strictly by the birth years of the composers whose works the seven 
quartets have performed, the numbers of performances of the works from each era by the 
seven string quartets (using the data from Tables 5.1-5.7) are as follows (Table 5.8 
below):  
Table 5.8 Number of performances from each era 
Classical 
 
 (c.1750-1830) 
Early Romantic 
 
(c.1830-1880) 
Late 
Romantic/ 
and on 
(c.1880-) 
323 110 115 
 
Considering that the number of composers from the Classical and early Romantic 
Eras is quite small compared to those from the Romantic and the late Romantic (and on), 
the number of works performed from the Classical Era has an outstanding weight. This 
may be due to the fact that the average number of string quartets by Haydn, Mozart, and 
Beethoven is far greater than the average number of works of the composers from the 
Romantic and post-Romantic eras. It still confirms the idea that the string quartet 																																																								
12 “About Kronos,” Kronos String Quartet, accessed January 29, 2016, http://kronosquartet.org/about. 
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repertoire performed by the seven string quartets leans heavily on the music from the 
Classical Era.  
 
Discographies of the seven string quartets 
 Table 5.9 below lists the repertoire that has been recorded by the seven string 
quartets.   
Table 5.9 Recorded repertoire by the seven string quartets 
String Quartet Composer Work 
ARCO W. A. Mozart 
J. Haydn 
 
A. Borodin 
P. Tchaikovsky 
No. 15 K. 421  
Op. 76/3 “Emperor” 
No. 17 Op. 2 Serenade (2nd movement) 
No. 2 
No. 1 Op. 11  
Classico B. Bartók 
L. van 
Beethoven 
 
J. S. Bach 
F. Schubert 
 
W. A. Mozart 
 
All 
No. 14 Op. 131  
Later Works (Op. 127, 130, 131, 132, 
133, 135) 
Art of Fugue BWV 1080 
D. 810 D minor “Death and the 
Maiden”D. 87  
No. 17 K.458 “Hunt” 
No. 19 K.465 “Dissonance” 
Erdödy 
 
F. Mendelssohn 
R. Schumann 
J. Haydn 
 
 
 
No. 2 Op. 13  
No. 3 Op. 41  
Op. 76/1  
Op. 76/2 “Fifths” 
Op. 76/3 “Emperor” 
Op. 76/4 “Sunrise” 
Op. 76/5 “Largo” 
Op. 76/6  
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(Table 5.9 cont.) 	
Excelsior L. van 
Beethoven 
F. Schubert 
S. Sciarrino 
 
F. Delius 
Anon (arr. H. 
Koumatsu) 
K. Yamada 
 
 
A. Miyoshi 
H. Yamamoto 
H. Hayashi 
No. 3 Op. 59  
No. 10 Op. 74 “Harp” 
D. 810 “Death and the Maiden” 
No.7 Ampiamente chiamando  
       (world premiere recording) 
Late Swallows 
Japanese folk songs 
 
String Quartet No.1 
From His Occasional Thoughts 
Three Classical Fragments  
String Quartet No. 2 (1967) 
Eve I 
LAMENT for a string quartet 
Intermedio for a string quartet 
Lotus W. A. Mozart 
 
 
A. Yashiro 
A. Nishimura 
T. Hosokawa 
T. Takemitsu 
 
A. Miyoshi 
 
R. Schumann 
 
 
L. van 
Beethoven 
 
A. Webern  
 
 
J. Brahms 
 
J. Haydn 
 
 
A. Dvořák 
 
S. Barber  
M. Ravel 
No. 21 K. 575  
No. 22 K. 589  
K. 155 1st movement 
Quatour à Cordes (1955) 
String Quartet No.2  
Pulse of the Lights (1992) 
Landscape I for String Quartet (1992) 
Landscape for String Quartet (1961) 
String Quartet No. 3 Constellation in 
Black (1992) 
Op. 41/1  
Op. 41/2  
Op. 41/3  
No. 1 Op. 59  
No. 2 Op. 59  
No. 3 Op. 59  
String Quartet (1905) 
Langsamer Satz for String Quartet 
(1905) 
No. 1 Op. 51/1 
No. 2 Op. 51/2 
Op. 20/4, 1st movement 
Op. 76/2 “Fifths” 
Op. 20/4 “The Row in Venice” 
No. 12 Op. 96 “American” 4th 
movement 
Op. 11 Adagio (2nd movement) 
String Quartet in F Major 
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Morgaua King Crimson 
 
 
 
 
Pink Floyd 
Genesis 
 
 
Emerson Lake 
and Palmer 
Yes 
Keith Emerson 
Red 
Fallen Angel including Epitaph 
Twenty First Century Schizoid Man 
The Court of the Crimson King 
Starless 
Atom Heart Mother 
Aisle of Plenty 
Dancing With The Moonlit Knight 
Afterglow 
Trilogy 
Karn Evil #9: 1st Impression-Part 1 
Close to the Edge 
The Land of Rising Sun 
YAMATO Anon (arr. H. 
Koumatsu) 
A. Piazzolla  
F. Mendelssohn 
K. Yamada 
Japanese folk songs 
 
Collection for String Quartets  
Wedding March String Quartet version 
Variation on the theme of Happy 
Birthday  
String Quartets Nos. 1-3 
 
From the list above, it appears that Haydn is the most recorded composer. Indeed, 
two of his works have been recorded twice each (by different quartets). Works that have 
been recorded more than once are: 
Haydn String Quartet Op. 76/3 “Emperor” (ARCO, Erdödy) 
Haydn String Quartet Op. 76/2 “Fifths” (Erdödy, Lotus) 
Schubert String Quartet D. 810 “Death and the Maiden” (Classico, Excelsior) 
Schumann String Quartet Op. 41/3 A Major (Erdödy, Lotus) 
Beethoven String Quartet “Razumovsky” No. 9 Op. 59/3 C Major (Excelsior, 
Lotus) 
Japanese folk songs (Excelsior, YAMATO) 
 
The three composers whose works have been recorded the most are: 
 
Beethoven, 12 times (11 works) by 3 String Quartets (Classico, Excelsior, Lotus) 
Haydn, 11 times (9 works) by 3 String Quartets (ARCO, Erdödy, Lotus) 
Mozart, 6 times (5 works) by 3 String Quartets (ARCO, Classico, Lotus) 
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Table 5.10 below presents the number of recordings from each era, which shows a similar 
number of recordings from both the Classical period and the late Romantic era onward. 
This is because the Morgaua and the Excelsior have recorded several works from the late 
Romantic period and later (mostly twentieth-century music).  The number of recordings 
from the Classical era is still the highest. 
Table 5.10 Number of recordings from each era 
Classical 
 
 (c.1750-1830) 
Early Romantic 
 
(c.1830-1880) 
Late 
Romantic/ 
and on 
(c.1880-) 
33 8 27 
 
Analysis II 
Using the information given in all the tables above concerning both performances and 
recordings, Table 5.11 below shows the top ten most favored works (and the number of 
performances or recordings by each ensemble), which have been selected under the 
following conditions: 
1. works that are the most often performed (at least three times) or recorded by each 
ensemble, and 
2. works that overlap in at least three of the ensembles. 
 
Table 5.11 Top ten works (and the total number of performances and recordings by 
each ensemble) 
(Repertoire in the order of date of composer’s birth) 
 ARCO Classico Erdödy Excel- 
sior 
Lotus Morgaua YAMA-
TO 
Total 
Haydn 
Op.76/3  3 4 2    11 
Beethoven 
Op. 59/1 
 5 2 10 1   18 
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Beethoven 
Op. 95  3 2 5 1   11 
Beethoven   
Op. 132  11 3 6 1   21 
Beethoven 
Op. 135  10 2  1   13 
Schubert 
D. 804 
 4 2 5 1   12 
Schumann 
Op. 41/3   4 2 4   10 
Dvořák 
“American” 2 4  4    10 
Bartók 
No. 6 
 4  4 1  1 10 
Debussy 
Op. 10 
  2 3   1 6 
 
Following is a list of the above works in order of the highest number of 
performances and recordings made:  
 Beethoven String Quartet No. 15 Op. 132     21 times 
 Beethoven String Quartet “Razumovsky” No. 7 Op. 59/1   18 times 
 Beethoven String Quartet No. 16 Op. 135     13 times 
 Schubert String Quartet No. 13 D. 804 “Rosamunde”  12 times 
 Haydn String Quartet Op. 76/3 “Emperor”    11 times 
 Beethoven String Quartet No. 11 Op. 95 “Serioso”   11 times 
 Schumann String Quartet No. 3 Op. 41/3     10 times 
 Dvořák String Quartet No. 12 Op. 96 “American”   10 times 
 Bartók String Quartet No. 6 Sz. 114     10 times 
 Debussy String Quartet Op. 10      10 times 
 
The works that overlap between four of the ensembles, in the order of highest number of 
performances and recordings are:  
 Beethoven String Quartet No. 15 Op. 132     21 times 
 Beethoven String Quartet No. 7 Op. 59/1     18 times 
 Schubert String Quartet No. 13 D. 804 “Rosamunde”  12 times 
 Beethoven String Quartet No. 11 Op. 95 “Serioso”   11 times 
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The one work that is most often performed and is recorded the most is: 
Haydn String Quartet Op. 76/3 in C major “Emperor” 
The one work that is the most often performed and overlaps the most among the seven 
string quartets is:   
Beethoven String Quartet No. 15 Op. 132 in A minor 
Haydn and Beethoven are thus the two composers who have placed at the top of 
the lists for both concert repertoire and recorded repertoire of all seven string quartets; 
and several of Beethoven’s works (Op. 59, Op. 95, Op. 135) have ranked high in both 
lists. It is noteworthy that Beethoven’s late works, both his string quartets and his 
Symphony No. 9, are appreciated much in Japan. My analyses of the Japanese string 
quartets’ repertoires concur with Mr. Chang’s statement on Beethoven’s late works being 
favored and enjoyed by Japanese people.   
 
Concert Programming 
 
 There seems to be no discernable system behind the programming of string 
quartets in Japan. The Quartet Excelsior gives concerts at an average of two to three 
times a month, excluding its outreach activities. An interesting fact is that for the 
Quartet’s fixed-term concerts at three cities in Japan (Tokyo 2001 - 2010, Kyoto 2006 - 
2010, and Sapporo 2008 - 2010), a work of Beethoven was included in every concert. 
The works of Haydn and Mozart appeared the most often next to Beethoven’s in the 
programs of these concerts.   
 The Quartet Excelsior has often repeated programs in terms of works and their 
order if the concerts are not too far from each other in time and are at different locations. 
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For example, the ensemble gave a concert in June 29, 2009 in Kyoto, and the program 
was Mozart K. 155, Beethoven Op. 18/2 and Op. 132. For the concert a week later in 
Tokyo, the quartet repeated the exact program in the same order. In June 3, 2010 in 
Sapporo, the quartet performed Mozart K. 158, Janáček No. 1, and Beethoven Op. 130. 
Ten days later in Tokyo, the ensemble repeated the program. This pattern occurs several 
times in their history of concert programs. Repeating the same program for a different 
venue can be economically efficient, as the ensemble does not need to prepare a whole 
new set of works for the subsequent performance.  
For the three halls discussed in this research (the Suntory Blue Rose, the Daiichi 
Seimei, and the Izumi), the concert programs are decided upon in a negotiation between 
the concert hall managers and the string quartets’ management offices.13 When a date is 
set for the quartet’s concert at one of the halls, the hall managers sometimes request a 
specific work be performed. The management offices of the string quartets then come up 
with possible concert programs with the hall’s request in mind, and the programs are 
presented to the string quartets. The ensembles then select the program that feels most 
suitable. The final program is sent back to the hall managers; they finalize it by sending 
the management office the official concert program, which is forwarded to the string 
quartets. All this process is cleared weeks before the date of concert, and sometimes takes 
place months before.14  
 In terms of repertoire selection, all three managers of the Suntory, the Daiichi 
Seimei, and the Izumi said that unless the concert specifically calls for a newer work—
																																																								
13 Information from personal conversations with Ms. Minoguchi and Ms. Kikuchi, hall managers of 
Suntory and Daiichi, respectively. Both of them left their positions in 2014.  
14 Ms. Mai Kikuchi added that securing the date is always the most important factor. For the Daiichi Seimei 
Hall, she tries to secure the program at least two to three months before a concert.  
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such as a concert presenting twentieth-century or contemporary repertoire—the concert 
program will stay away from late twentieth-century pieces. A good string quartet 
program, according to Ms. Minoguchi, the former manager of the Suntory Hall, is the one 
that can be “shared and enjoyed the most with the audience, while having the qualities of 
sophistication of string quartet repertoire—subtly presenting the history of the musical 
development over two or three various works.”15 An example of such a program would 
include a relatively early work, a work from the Romantic period, and a work from 
slightly later years. Such a program looks like this as shown in the Table 5.12 below 
(actual programs): 
Table 5.12 Actual Programs of Excelsior and Erdödy  
Quartet Excelsior 
June 10, 2010 
Kitara Hall, Sapporo 
Erdödy String Quartet 
July 14, 2012 
Daiichi Seimei Hall, 
Tokyo 
Mozart K. 158 
 Janáček No. 1 
Beethoven Op. 130 
Haydn Op.76/3 
Britten No. 3 Op. 94  
Beethoven Op. 127 
 
 One aspect of the programming, according to Ms. Kikuchi, is that the “music—to 
the ears of the audience—should sound neither compromised nor challenge the technical 
and musical abilities of the ensembles. Programs leaning to either would cause 
uneasiness to the listeners.”16 It is not an easy task, as live performances do not always 
guarantee expected outcomes. She added that the relationships of the hall managers and 
the string quartets are somewhat based on a trial-and-error process also; and each party 
learns from their errors if there are any. Perhaps this trial-and-error process has 
																																																								
15 During personal conversations with Ms. Minoguchi, summer 2012.  
16 During personal conversations with Ms. Kikuchi, summer 2013.  
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contributed to Japanese ears favoring Beethoven and early Romantic repertoire, as such 
music may have been the most successfully and repeatedly performed in Japan since the 
blooming of Western art music in the country. The following chapter presents a study of 
the reception of the seven string quartets’ performances, as covered in newspapers and 
periodicals between 1985 and 2014. 
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Chapter 6: Reception   
 Reception, as defined by Jim Samson in the New Grove Dictionary of Music, is a 
“term applied both to the history of social responses to art, and to an aesthetic that 
privileges those responses”; and the study of reception in music, regardless of genre, 
usually includes examining “journals, publishing-houses, broadcasting and recording 
companies, and the academy.”1 Criticism and journalism, two significant areas of 
reception studies, often examine the “unusual condition of art music, its relationship to 
the public, and the dominance of recordings over live concerts.”2  
This chapter, using mostly raw data, seeks to evaluate the reception—in terms of 
criticism and journalism—of the seven string quartets, and does so through the medium 
of five Japanese newspapers and four music periodicals. It aims first to understand the 
nature of public discourse about the quartets in print; then it aims to examine whether a 
critical consensus on the quartets exists, noting any impact the newspapers and 
periodicals appear to have on the ensembles. Quantitative data, in tabular or graphic 
form, is presented first; interpretation and qualitative analysis follows.  
Five Japanese newspapers and four music periodicals have been studied, with the 
time frame of 1985 to 2014.3  																																																								
1 Jim Samson, “Reception,” Grove Music Online, Oxford Music Online Oxford University Press, 
accessed February 1, 2016, http://www.oxfordmusiconline.com/subscriber/article/grove/music/40600. 
2 According to Fred E. Maus, the importance of classical music criticism has declined since 1980, which 
has led to several issues such as: eclecticism (avoiding clear artistic statements on musical groups or 
composers) vs. elitism (condemning lack of conviction from the critics); controversies over musical 
meaning, politics, and elite culture; the debate over taste for early music with period instruments; and the 
explosion of digital recording and its limitations. The spread of the Internet and technology have also had 
an effect on how criticism is communicated. See Fred Everett Maus, et al, “Criticism," Grove Music 
Online, Oxford Music Online. Oxford University Press, accessed February 1, 2016, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/40589pg1. 
3 From 1985 and on, all five newspapers have their circulations as digital copies along with hard copies. 
The names of the seven string quartets were used as the keywords for searching, and either the digital or 
hard copies of the articles were examined. The National Diet Library of Japan has in its collection the entire 
digital or hard copies of all Japanese newspapers and most of the music periodicals.  
 111 
Shimbun [Newspapers]  
The top five newspapers in Japan in terms of the size of their daily circulations 
are Asahi, Mainichi, Nihon Keizai, Sankei, and Yomiuri (alphabetical order).4 For this 
research, I eliminated some newspapers if they were region-specific, sports papers 
(popular in Japan), and/or tied to a religion, even if they had a higher circulation than 
some of the five.5 The five named newspapers, aside from being the largest in terms of 
their daily circulations, are also distributed nationwide in Japan. The table below is a 
chart, ranking the five in the order of daily circulation and noting political viewpoint: 
 Table 6.1 The top five newspapers in Japan ranked by daily circulation6 
 Newspaper  
Daily Circulation 
Political Viewpoint Morning  Evening  
1 Yomiuri Shimbun 9,560,000 3,210,000 
Conservative to 
neutral 
2 Asahi Shimbun 7,430,000 2,660,000 Strong liberal 
3 Mainichi Shimbun 2,640,000 970,000 Liberal 
4 
Nihon 
Keizai 
Shimbun 
2,770,000 1,390,000 
Conservative to 
neutral; economic 
(like the Wall Street 
Journal) 
5 Sankei Shimbun 1,610,000 520,000 Strong Conservative 
 
As far as the newspapers’ musical content is concerned, I categorized the items 
that discuss quartets as follows:  
Categorization of the items 																																																								
4 For more information on Japanese newspapers and media, see Barbara Gatzen, “Media and 
Communication in Japan, Current Issues and Future Research,” Electronic Journal of Contemporary 
Japanese Studies (April 2001), accessed 14 September 2015, 
http://Asahi.japanesestudies.org.uk/discussionpapers/Gatzen.html.  
5 These eliminated newspapers include Seikyo Shimbun, Chunichi Shimbun, Tokyo Sports, and Nikkan 
Suportsu.  
6 This data was collected from the research conducted by the Nihon Shimbun Kyoukai [Japanese 
Newspapers Association] in 2010. Numbers are either rounded up or down.  
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Concert Advertisements: information comprises date, time, places, and ticket prices only. 
Event notices: information about chamber music festivals, reports or announcements of 
such events. 
Reviews: reviews of performances or CD recordings; not promotional.  
Commentaries: critical reviews of performances.  
Interviews: with a quartet member(s). 
Promotional features (for CDs, concerts, or events): information is more detailed than 
what concert ads contain. Some are advertorials.7  
 
All these items appeared in the Art or Culture sections of the five papers. Table 6.2 below 
shows the number and types of items found in the five newspapers for the seven string 
quartets between 1985 and 2014.  
Table 6.2 Newspaper items by type  
  
Asahi Yomiuri Mainichi 
Nihon 
Keizai Sankei  Total 
ARCO Articles 4 1 3 2 1 11 
 
Concert Ads 2 1 2 1 1 7 
 
Events 2 
  
1 
 
3 
 
Reviews 
     
  
 
Commentaries 
 
1 
  
1 
 
Interviews 
    
  
 
Promotional 
    
  
Classico Articles 28 18 28 16 9 99 
 
Concert Ads 13 7 17 11 5 53 
 
Events 14 8 9 5 4 40 
 
Reviews 
     
  
 
Commentaries 1 1 1 
  
3 
 
Interviews 
    
  
 
Promotional 2 1 
  
3 
Excelsior Articles 37 21 34 27 3 122 
 
Concert Ads 27 9 28 20 1 85 
 
Events 8 8 6 5 2 29 
 
Reviews 
 
1 
 
1 
 
2 
 
Commentaries 1 
   
1 
																																																								
7 Advertorial, according to Oxford Dictionaries, is “a newspaper or magazine advertisement giving 
information about a product in the style of an editorial or objective journalistic article.” See “Advertorial,” 
Oxford Dictionaries, accessed November 3, 2015, 
http://www.oxforddictionaries.com/definition/english/advertorial. 
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(Table 6.2 cont.) 	
 
Interviews 2 
   
2 
 
Promotional 2 
  
1 
 
3 
Erdödy Articles 5 6 4 2 0 17 
 
Concert Ads 3 3 3 1 
 
10 
 
Events 1 2 1 1 
 
5 
 
Reviews 1 
    
1 
 
Commentaries 
    
  
 
Interviews 
    
  
 
Promotional 1 
   
1 
Lotus Articles 18 5 14 12 6 55 
 
Concert Ads 8 2 6 4 3 23 
 
Events 6 1 4 4 2 17 
 
Reviews 1 
 
1 1 
 
3 
 
Commentaries 1 2 
   
3 
 
Interviews 
    
  
 
Promotional 2 
 
3 3 1 9 
Morgaua Articles 20 10 23 8 3 64 
 
Concert Ads 9 2 11 1 1 24 
 
Events 2 
 
2 1 
 
5 
 
Reviews 2 2 1 
  
5 
 
Commentaries 2 2 1 1 1 7 
 
Interviews 
    
  
 
Promotional 5 4 8 5 1 23 
YAMATO Articles 4 1 4 2 0 11 
 
Concert Ads 4 1 4 1 
 
10 
 
Events 
     
  
 
Reviews 
     
  
 
Commentaries 
    
  
 
Interviews 
    
  
 
Promotional 
  
1 
 
1 
 
Periodicals 
An analogous study was conducted with four Japanese music periodicals. Many of the 
items found were interviews with the quartet members. The four periodicals, Ongaku 
Gendai, Ongaku no Tomo, Reko-do Geijyutsu, and Sutoringu, are the only magazines that 
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had items on one or more of the seven string quartets. Table 6.3 below is a brief 
description of each periodical: 
Table 6.3 Periodicals (alphabetical)8 
Name Publisher Since Brief Description 
Ongaku Gendai 
(Modern Times Music) 
Geijyutsu 
Gendai 
1971 Classical music; magazine; monthly 
Ongaku no Tomo 
(Friend of Music) 
Ongaku 
no Tomo 
1941 Classical music; magazine; monthly 
Reko-do Geijyutsu (Art 
of Records) 
Ongaku 
no Tomo 
1952 Classical music; emphasis on recordings; 
journal; monthly 
Sutoringu (String) Lesson no 
Tomo 
1986 String instrument specific; similar to the Strings 
in the west; journal; monthly 
 
Sutoringu—a journal that is string-instrument specific, like that of the Strings in the USA 
but not related at all—is the only periodical that published items on all seven string 
quartets. Table 6.4 presents an overview of the total number of items and their types: 
Table 6.4 Periodical items by type 
  
Ongaku 
Gendai 
Ongaku 
no Tomo 
Reko-do 
Geijyutsu Sutoringu Total 
ARCO Articles     1 1 2 
 
Reviews    1   
 
Commentaries      
 
Interviews   1  1 
Classico Articles   2 1 1 4 
 
Reviews    1 1 
 
Commentaries  1  1 
 
Interviews  2   2 
Excelsior Articles 1   1 3 5 
 
Reviews    2 2 
 
Commentaries      
 
Interviews 1  1 1 3 
Erdödy Articles       1 1 
 
Reviews    1 1 
 
Commentaries      
 
Interviews       
Lotus Articles     1 1 2 
																																																								
8 Information other than the description is from each journal’s website, as included in the bibliography.  
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(Table 6.4 cont.) 	
 
Reviews    1 1 
 
Commentaries      
 
Interviews   1  1 
Morgaua Articles 1 1   3 5 
 
Reviews  1  1 2 
 
Commentaries 1    1 
 
Interviews    2 2 
YAMATO Articles       2 2 
 
Reviews    1 1 
 
Commentaries      
 
Interviews    1 1 
 
Data Interpretation 
 The number of items found may not entirely represent the perceived ranking of 
the quartets in terms of their artistry, but it does suggest which quartets are more active 
than others (at least to judge from the coverage in the newspapers). The Quartet Excelsior 
outnumbers all the other quartets by the total number of items, with a heavy 
concentration of concert advertisements (80 concert ads out of 122 total). According to 
this data, the Excelsior is arguably the most active string quartet in Japan. As indicated in 
Chapter 3, the Quartet Excelsior is the only string quartet in Japan that carries the title 
jyousetsu ensemble, meaning a “permanently existing” group.  
It is interesting, however, that the combined number of concert advertisements 
and event notices occupies nearly 90% of the total number of the items for the Quartet 
Excelsior, and that there are extremely few reviews, commentaries, and even promotional 
features (2, 1, 2, respectively). This trend is similar to how most of the other string 
quartets are covered in the press, with concert ads and events dominating other types of 
item. The one quartet that seems to have more “balanced” distribution of items is the 
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Morgaua, with several items being reviews, commentaries, and promotional features; 
they are also somewhat more evenly distributed among the five newspapers.  
The Quartetto Classico had the second highest number of items, showing an 
almost identical trend to the Excelsior: 99 total items, of which 93 are concert ads and 
event notices. The Classico has existed the longest among the seven quartets, and it has 
been consistently active, giving several performances a year.9 It is interesting that the two 
quartets with the most number of items show the exact same trend: mostly concert ads 
and event notices, with extremely few other items and a minimal number of reviews.  
Martin and Jacobus suggest that the work of critics should contain three phases 
that may be described as: descriptive, interpretative, and evaluative.10 When the contents 
of the reviews of, and commentaries about, these string quartets are carefully examined, 
there are only a handful of items that qualify as “works of critics,” in terms of all three of 
Martin and Jacobus’ criteria: one for Excelsior, two for Classico, one for Lotus, and 
surprisingly, eight for Morgaua. Perhaps the newspapers are hesitant to publish critical 
reviews of string quartets because the papers target general readers, not classical (and 
string quartet) music fans. The general impression of the five newspapers is that they 
seem to shy away from publishing critical writing about string quartets. It could also 
mean that the readers are not experienced enough musically to appreciate criticisms 
(whether positive or negative) of string quartets. The more important issue for the writers 
of these articles, it seems, is to publicize the string quartets than to criticize them. When it 
comes to string quartet culture, Japan may be at a stage where advertising and publically 
announcing string quartet activities (thus promoting those events) is more important than 																																																								
9 See Chapter 3 (Ensembles) and Chapter 4 (Repertoire and Programming) for more information about the 
Classico’s activities.  
10 David Martin and Lee Jacobus, The Humanities through the Arts. (New York: McGraw-Hill, 1997), 52. 
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providing critical reviews of the performances. In other words, getting general readers 
exposed to such activities first may be more crucial (than supplying them with 
criticisms).  
One notable outcome of this research is that the Morgaua Quartet shows an 
especially high number of promotional features (for concerts and CDs) and “real” critical 
reviews (that were descriptive, interpretative, and evaluative), when compared to the 
material found for all the other string quartets. While the Morgaua places third in total 
number of items (Excelsior 122, Classico 99, and Morgaua 64), there are 23 promotional 
features (while Excelsior had 3, Classico 3, and Lotus 9), and 8 critical reviews. The 
Morgaua, as discussed in Chapter 3, is the string quartet that specializes in performing 
relatively newer string quartet music repertoire (i.e. away from Haydn, Mozart, and 
Beethoven, toward more Shostakovich and on, and arranged versions of rock music).11 
When I met with Mr. Koumatsu in April 2015, he mentioned that the Morgaua has been 
consistently gaining attention and audiences, and he said he was impressed with how well 
the quartet performs. When asked which Japanese string quartets he would rank as “top-
notch” (among the quartets that have been active since the Iwamoto Mari String Quartet), 
he answered that the Excelsior and Morgaua would be his two recommendations. He 
emphasized that they are two different string quartets, the former performing more 
classical repertoire and the latter being more progressive, but these two string quartets, 
he thinks, are the ones at the core of string quartet activities and the chamber music scene 
in Japan, in the period after the Iwamoto Mari String Quartet.12 Even though this is Mr. 
																																																								
11 Omonaga Asahi, “Concert Information,” Mainichi Shimbun, July 3, 2003.  
12 In personal conversation with Mr. Koumatsu, April 2014. The word, progressive, shows to be the 
consistent vocabulary when describing Morgaua Quartet in both newspapers and journals. Mr. Koumatsu 
used the same term to describe the Quartet. See the Keyword Coding section of this chapter for detail.  
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Koumatsu’s subjective view, the data verifies the observation, to the extent that Excelsior 
is the single most advertised (and single most active; presumably also the most well-
known).13 The Morgaua is the other Japanese string quartet that is promoted extensively.  
Ranking purely by the number of items, the order of the quartets is: 
String Quartet Number of Items 
Quartet Excelsior 122 
Quartetto Classico 99 
Morgaua Quartet 64 
Lotus String Quartet 55 
Erdödy String Quartet 17 
YAMATO String 
Quartet 
11 
String Quartet ARCO 11 
 
Again, the number of items does not justify a ranking in terms of artistry, but it indicates 
which quartets have been appearing more than the others in these major newspapers. The 
numbers of items in periodicals are noticeably and drastically fewer than those found in 
the newspapers, and are mostly in the form of interviews (dialogues with one or more of 
the quartet members), sometimes with a brief comment from the reporter at the end of the 
article. The highest number of items is five for both the Excelsior and the Morgaua, while 
the Erdödy has only one.  
 
Chronological Analysis 
To gain an insight into any changes in newspaper reception over time for the 
seven string quartets, I graphed the total number of items (in newspapers and periodicals) 
																																																								
13 I also can verify that this is true, as most, if not all, the musicians I met in Japan seem to know the name 
Quartet Excelsior. 
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from 1986, the year when the Quartetto Classico was formed. Here is the outcome in 
Figure 6.1 below:  
Figure 6.1 Number of all published items over time14 
 
 
According to the graph, the Excelsior and the Morgaua are the only two quartets 
that are continuously growing to judge by the number of print items. Press coverage of 
the ARCO grows somewhat, but there are not significant numbers of items compared to 
the other two quartets. The Classico has had peaks, especially in 1996-2000 and 2006-
2010, but the number of items sharply decreases from after 2010.  Coverage of the 
Morgaua Quartet seems to be growing the most consistently, and even suggests that there 
will be steady further growth. All the other quartets, the Erdödy, the Lotus, and the 
YAMATO, indicate decreased print coverage since 2008.  
The years between c. 2002 and c. 2008 mark the peak years for the number of 
items published on the seven string quartets except for the YAMATO and the ARCO. 
While investigating these years, I learned that the time frame falls under what is known 																																																								
14 An Excel file detailing the types of each article is attached as Appendix F-a.  
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as the Izanami Economic State, which is the period of brief Japanese economic expansion 
that happened after the end of the Japanese economic bubble.15 According to Eric 
Johnston, a writer for the Japan Times (the newspaper for English-speaking residents in 
Japan), the “economic bubble” years, or the period of extremely high inflation within the 
Japanese economy, was between 1986 and 1991; the decade immediately following it is 
termed the “Lost Decade” as inflation consequently led to economic stagnation.16 A brief 
“recovery” took place from 2002 to 2008, which happen to be the years that the five 
string quartets had growing coverage (in terms of the number of items in the newspapers). 
It is arguably impossible to separate arts completely from the economy, though 
suggesting that there is always an absolutely direct correlation between the two would 
also be over-simplistic. The relationship between the arts and the economy is quite 
intricate and complex in both capitalist and non-capitalist societies, and there presumably 
does not exist a universal and simple equation that can evaluate the influence and impact 
of the one on the other. However, it may be assumed from this data that the growth of the 
economy potentially facilitated the activities (and hence advertisements) of more string 
quartets in Japanese culture. 
 
Keyword Coding  
																																																								
15 Izanami is a goddess of both creation and death in Japanese mythology; the word means "she who 
invites." The Cabinet Office of Japan termed this period, Izanami Keiki [Izanami Economic State]. 
“Izanami Keiki,” Cabinet Office, Government of Japan, last modified 2014, accessed November 11, 2015, 
http://www.esri.cao.go.jp/jp/stat/di/di_ken.html. 
16 Eric Johnston, “Japan’s Bubble Economy: Lesson from when the Bubble Burst,” The Japan Times 
January 6, 2009, accessed September 23, 2015, 
http://Asahi.japantimes.co.jp/news/2009/01/06/reference/lessons-from-when-the-bubble-burst/; Terry 
Edith, How Asia Got Rich: Japan, China and the Asian Miracle (USA: An East Gate Book, 2002), 370-
418.   
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 In the press material analyzed for the Classico, the Excelsior, the Lotus, and the 
Morgaua quartets, there seem to be repeating words or phrases that are attached to how 
each quartet is described. This is universal in all types of press item, whether reviews, 
promotional features, advertising material, or even commentaries. For the Classico, the 
descriptive words or phrases are: “[the quartet] that performs all from memory” or 
“…[its] performance without sheet music in front.”17 The Quartetto Classico has been 
known for giving its performances from memory. This description disappears after 2003, 
when the quartet started using music in some of its concerts. Because the Classico is the 
only string quartet that performed from memory consistently over time, the phrase 
“Japan’s only (日本で唯一)” also appears in a couple of items.  
The set phrases for the Excelsior—as mentioned already—are “jyousetsu” and 
“Japan’s representative.” The phrase “Japan’s representative” is first used in 2002, and 
the word jyousetsu appears from 2009, probably when the quartet became fully 
professional. The word jyousetsu has become almost part of the quartet’s identity now, in 
that all the items and advertorials from 2002 contain the word right before the quartet’s 
name, i.e. “the jyousetsu ensemble, Quartet Excelsior” and “Japan’s representative and 
the only jyousetsu string quartet in the country, the Quartet Excelsior.” Other descriptions 
of the quartet are “award winning (2008),” “professional (2009),” and “Japan’s top-class 
(2014).” The description, “top-class,” is used only for the Excelsior, whereas “Japan’s 
representative” and “Japan’s only” have been used to describe the Classico, the Lotus, 
and the Morgaua in different contexts.  
																																																								
17 Articles in the newspapers, from 1996 to 2003. 
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The Lotus’s most repeated descriptions are: “[Japanese quartet] based in 
Germany, and active internationally,” “[quartet] of four Japanese women,” and “Japan’s 
representative.” The phrase, “four Japanese women,” is replaced by “three Japanese 
women” in 2011, when the membership changed to include a German male violinist. 
“Germany-based and internationally active” is used consistently (in almost all the 
articles) between 1998 and 2012.  
For the Morgaua Quartet, the set of words that repeatedly appear are 
“Shostakovich,” “rock music,” and “progressive.” The Morgaua Quartet seems to carry 
the greatest diversity of descriptive phrases. They include “new star in chamber music 
scene (1998),” “highly talented players (1997 to 2000),” “4 seekers (2006),” “worth 
giving further attention (2013),” and “progressive (2006-2014).” In most of the items, the 
quartet is introduced as the ensemble that pioneers newer genres, that moves away from 
Haydn, Mozart, and Beethoven, and that is capable of delivering progressive string 
quartet repertoire at a high level.  
In both the newspapers and the periodicals, there are repeating phrases that are 
used to describe the seven string quartets. These are: “one can look forward to this 
quartet,” “with high expectation value,” “one of Japan’s representative quartets,” 
“leading chamber music scene in Japan,” “with members of distinguished artistry,” 
“members from Japans’ professional orchestras,” and “one can pin hopes on this quartet.”  
These phrases can be organized hierarchically, as the descriptions—though all 
positive—seem to deliver different nuances of affirmation. Table 6.5 below outlines the 
levels of increasing positivity: 
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Table 6.5 Level of positivity in the descriptions 
Level Descriptions Exact phrases (translated) 
String 
Quartet 
 
 
Low 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
High 
High expectation value 
-“high expectation” (期待
できる、期待感のある) 
-“deserves further 
attention” (注目すべき) 
ARCO 
Excelsior 
Erdödy 
Lotus 
Morgaua 
YAMAT
O 
Members with 
distinguished artistry 
-“members from Japan’s 
top orchestra” (日本のト
ップオーケストラのメ
ンバー) 
-technical, talented, 
competition winners (技術
的、実力派、コンクー
ル優勝者) 
ARCO 
Excelsior 
Classico 
Lotus 
Morgaua 
Leading chamber music 
scene 
-“at the center of chamber 
music scene,” (translation 
here?) “leads string quartet 
music in Japan.” (室内楽
の中心、 リード) 
Classico 
Excelsior 
Morgaua 
 
Japan’s only   (日本で唯一) 
Classico 
Excelsior  
Lotus 
Morgaua 
Japan’s representative  (日本を代表する) 
Excelsior 
Lotus 
Morgaua 
Japan’s top class (日本のトップクラス) Excelsior 
 
To summarize, the change of vocabulary over time for four of the seven 
quartets—Classico, Excelsior, Lotus, and Morgaua—has reached a highly confirmatory 
level (within Japan), with the phrases used being now “Japan’s only,” “Japan’s 
representative,” and even “top-class.” One may notice too that the Excelsior and the 
Morgaua appear in almost all the vocabulary “levels.” These consistent and affirming 
“set phrases” in newspapers and periodicals seemed to have established that these four 
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quartets (perhaps minus the Lotus since it is not Japan-based) are the ones with higher 
artistry than the other Japanese string quartets; and the writers of the articles have helped 
shape this impression over the years. 
Writers 
Regarding the writers of the newspaper material, the ones with at least two 
articles have been selected for discussion. Here is a table presenting the names of the 
writers and the string quartets they have written about: 
Table 6.6 Writers for newspapers 
Writers Newspaper, Job title String Quartet Dates (initials of SQ) 
Ms. Jyunko 
Yoshida 
Asahi Shimbun 
Senior staff writer 
Excelsior 2010.01.28(E), 2014.02.16 (E)  
Morgaua 2012.06.18(M), 2014.08.18(M) 
Mr. Yuji Numano Yomiuri Shimbun Music critic 
Excelsior 2007.11.13(E), 2008.03.25(E) 
Erdödy 2014.01.22(Er) 
Morgaua 2006.10.03 (M) 
Mr. Tokihiko 
Umezu 
Mainichi 
Shimbun 
Music critic 
Lotus 2000.04.12(L) 
Morgaua 2012.09.24(M) 
YAMATO 2011.03.09(Y) 
Mr. Shinji 
Watanabe 
Nihon Keizai 
Shimbun 
Writer 
ARCO 2014.08.28(A) 
Excelsior 2014.05.22(E) 
Ms. Miyuki 
Shiraishi 
Asahi Shimbun 
Writer 
Classico 2003.10.02(C) 
Morgaua 2014.02.03(M)  
Mr. Hiroshi 
Yamaguchi 
Sankei Shimbun 
Writer 
Classico 2007.01.07(C) 
Excelsior 2003.11.02(E) 
Mr. Jyunichi 
Konuma 
Asahi Shimbun 
Writer Lotus 2000.02.18(L), 2001.02.18(L) 
Mr. Kouki 
Yazawa 
Asahi Shimbun 
Writer 
Classico 2011.11.14(C) 
Lotus 2013.01.07(L) 
Mr. Kazunobu 
Yasuda 
Yomiuri Shimbun 
Writer 
Morgaua 2006.10.03(M) 
Erdödy 2014.01.22(Er) 
Mr. Shinichiro 
Okabe 
Nihon Keizai 
Shimbun 
Writer 
Morgaua 1997.02.07(M) 
Erdödy 2000.02.15(Er) 
Ms. Jyuri 
Miyamoto 
Mainichi 
Shimbun 
Writer 
Morgaua 2013.01.17(M), 2013.01.20(M) 
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For the periodical material, all the names of the writers have been taken into account 
since there were so few (7, and 4 anonymous). Here is the table of the writers for the 
periodicals:  
Table 6.7 Writers for music periodicals 
Writers Periodical Articles on SQs Dates 
Mr. Hajime 
Koumatsu 
Sutoringu All   
Ms. Akemi 
Yokohei 
Reko-do Geijyutsu ARCO Nov-00 
Mr. Yuta 
Yamano 
Reko-do Geijyutsu Excelsior Jun-14 
Mr. Kiichi 
Yokotani 
Ongaku Gendai Excelsior Mar-15 
Mr. Nobuiku 
Mazuoka  
Reko-do Geijyutsu Classico, Lotus Jan-2004, Aug-
2014 
Mr. Yawara 
Watanabe 
Ongaku Gendai Morgaua Apr-97 
Mr. Eiji Arai Sutoringu Morgaua Jul-2012, Aug-
2012 
Anonymous Oganku no Tomo, 
Sutoringu 
Classico Sept-1999, Nov-
1999 
Anonymous Sutoringu Excelsior Jul-2007, Jan-
2008 
Anonymous Ongaku no Tomo Morgaua Apr-98 
Anonymous Sutoringu YAMATO May-08 
 
Among the articles in the music periodicals, the only person who has written on 
all seven string quartets is Mr. Hajime Koumatsu.  As mentioned earlier, Mr. Koumatsu 
has written a series of short reviews of the recordings of Japanese string quartets. 
According to him, 57 string quartets have made recordings, most of which he owns. 
Aside from Mr. Koumatsu’s writings, three articles each have been written on the 
Excelsior and the Morgaua, with one anonymous writer for each quartet. The Sutoringu, 
by far, has published the most material on the string quartets, as it is the only Japanese 
periodical that is specifically about string instruments.  
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No writers have written for both periodicals and newspapers. The writers with the 
most newspaper articles are Ms. Jyunko Yoshida (senior staff writer for Asahi Shimbun) 
and Mr. Yuji Numano (music critic).18 Ms. Yoshida has written two articles each on the 
Excelsior and Morgaua, and all her articles have been produced between 2010 and 2014. 
Mr. Yuji Numano has written four articles also: two about Excelsior, one about Erdödy, 
and one about Morgaua. Mr. Tohikiko Umezu has published three articles (on Lotus, 
Morgaua, and YAMATO), and the rest of the writers have written two articles, whether 
on two different or the same string quartets.19  
 
Common Themes in the Press Material 
In the words of Christina Bashford, writing about Victorian string quartet 
criticism, “it should not be forgotten that many writers (and critics) ground personal axes 
or exaggerated for effect; likewise, distinctions between idiosyncratic views and 
mainstream opinion must always be borne in mind.” 20 One underlying trait in all the 
																																																								
18	Ms. Yoshida, born in 1971, started her work at Asahi Shimbun in 1997; her focus is on fine arts and 
culture before and after the World War II in Japan, making known to the world the activities of many artists 
through her writings. She played the piano for many years, pursuing major study as a co-répétiteur (pianist 
for rehearsals) for opera when she was studying at the Tokyo University of Arts. She did not end up being a 
musician, but classically trained, her field of interest and focus of her writings comes from this background. 
See “Yoshida Junko, Culture and Religion,” Asahi Shimbunsha, last modified 2015, accessed February 8, 
2016, http://www.asahi.com/shimbun/talk/list09.html. 
   Mr. Yuji Numano, born in 1965, is an assistant professor of musicology at the Toho Gakuen School of 
Music. Though his area of specialty is not in string quartet music, he is a co-author of “Nihon Sengo 
Ongakushi” (History of Music in Japan after the World War II), published in 2007. He also has published 
several articles (not string quartet related) in Japanese music periodicals such as Re-kodo Geijyutsu.  
See “Numano Yuji,” Toho Gakuen School of Music Teaching Staff Profiles, accessed January 30, 2016, 
http://www.Tohomusic.ac.jp/teachingstaff/numano.html. 
19 Mr. Tokihiko Umezu, born in 1948, is a professor of musicology and the president of the Toho Gakuen 
School of Music. He specializes in the history of classical music in the West, and has published several 
articles (not string quartet related) in Mainichi Newspapers and Ongaku no Tomo. See “Umezu Tokihiko,” 
Toho Gakuen School of Music Teaching Staff Profiles, accessed January 30, 2016, 
http://www.Tohomusic.ac.jp/teachingstaff/umezu.html. 
20 Christina Bashford, “Late Beethoven Quartets and the London Press,” The Musical Quarterly, 84, no. 1 
(Spring, 2000): 93; also, see Christopher Kent, “Periodical Critics of Drama, Music, and Art, 1830-1914: A 
Preliminary List,” Victorian Periodicals Review 13 (1980): 31.  
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items in the contemporary Japanese newspapers is that the articles are typically positive 
and affirmative. There are extremely few articles that purvey criticisms with negative 
connotations.21 Again, this brings back the thought that Japan may be at a stage where 
promoting string quartet activities is more important than providing critical reviews of the 
performances.  
The articles in the periodicals are mostly in the style of interviews. 12 of the 14 
articles are in a question-and-answer format; the other two are a review of an event 
(Excelsior) and one commentary (Classico). The interviews cover such topics as the 
initial foundation of the quartet, the essence of playing in a small ensemble, and what the 
current hardships and future goals are, etc. For two quartets, the Excelsior and the 
Morgaua, interviews were conducted to celebrate and highlight their twentieth-
anniversary year. In both the newspaper and periodical reviews, there seem to be no clear 
difference between signed and anonymous reviews, as most of the writing describes the 
string quartets positively. There are many writers who have written something on string 
quartets in Japan, but there are only a (very) few music critics who have published their 
criticisms. The general lack of critical accounts of the quartets in Japanese newspapers 
and periodicals seems to align with the statement in Grove Music Online on music critics, 
that “the profession of music critic [in the West] no longer implies an intense devotion to 
and understanding of the Western classical tradition,” and the belief that “the state of 
criticism would not improve until new relationships have developed between composers 
and audiences, listeners and critics.”22  
																																																								
21 Sample critical reviews (translated) are attached as Appendix F-b. 
22 Maus, “Criticism.”  
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 I was able to attend the Quartet Excelsior’s concert on October 13, 2014. The 
Quartet performed Dvořák’s String Quartet No. 12 Op. 96 (“American”) and Janáček’s 
String Quartet No. 1 (“Kreutzer Sonata”).  The Quartet seemed confident and quite 
expressive when performing Dvořák’s piece, which is one of their more frequently 
repeated works. I had the impression that the Quartet focuses on maintaining the balance 
of the voices throughout the music (as it did in Janáček’s piece as well), though the viola 
sound sometimes could have been more present for my taste. I was quite impressed with 
the performance of Janáček’s quartet. It was the first time I had listened to a Japanese 
ensemble performing the piece, and the Quartet performed it beautifully. My general 
impression of the Quartet was that it maintained the balance of its sound well. In my 
personal conversation with Mr. Otomo during Chamber Music Garden 2014, he 
mentioned that, though he is regarded as the leader figure of the ensemble (as he is the 
contact person and does much administrative work for the group), all the members try to 
be good followers and leaders for one another, always communicating with one another 
during and outside rehearsals. I would agree with Mr. Koumatsu that the Quartet is one of 
the (or the) leading string quartet in Japan today, in terms of artistry and leadership.   
 I also attended the Lotus String Quartet’s concert on March 6, 2015, and was able 
to have a brief casual conversation with Mr. Neundorf, the second violinist, afterwards. 
The Quartet performed Schubert’s String Quartet No. 15 D. 887 in G major, and it 
received several minutes of applause; the Quartet had to come out onto the stage several 
times to bow and respond to the audience’s reaction. Flawless technique, balance, and 
artistry were all at a high level, and there was no moment for me as a listener to become 
nervous while they played difficult passages, or to question the interpretation. The 
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concert was just an enjoyable experience, and the near forty-minute performance (it is a 
work that is not performed often in Japan) did not feel that long. The Lotus, in my 
personal view, could definitely be considered the leading string quartet in Japan, 
alongside the Excelsior. The central characteristic of both ensembles seems to be 
excellent balance of sound, at least from observing the performances that I attended. 
 
Content Analysis 
Even though the goal of this chapter is not to rank the seven ensembles, the string 
quartets may be categorized, as shown in Table 6.8 below, into the following two general 
groups using the combination of data from the items found and the descriptive 
vocabulary (i.e. levels of positivity) established for the quartets:23  
Table 6.8 Two tiers of the seven string quartets 
Group 1 
Frequently active 
Quartet Excelsior 
Morgaua Quartet 
Quartetto Classico 
Lotus Quartet 
Group 2 
Less frequently active 
String Quartet ARCO 
Erdödy String Quartet 
YAMATO String Quartet 
 
The groups can be further divided into those that project further growth and those do not. 
As shown in Table 6.9 below, a final categorization of the seven string quartets based on 
the data, interpretation, and analysis presented in this chapter, may take this shape: 
 
 																																																								
23 Terminology: “frequently active” quartets give at least four concerts per year, along with related 
activities such as outreach programs, participating in festivals, etc. “Not as frequently active” quartets 
either give fewer than three concerts per year or have not been performing since 2013. 
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Table 6.9 Final categorization of the seven string quartets 
Tier 1: The most-well known and active; 
promising; have had considerable 
amount of attention and audience 
since 1989 to 2014; data projects 
further growth; in the words often 
seen in the articles, “Japan’s 
representative.” 
Quartet Excelsior 
Morgaua Quartet 
Tier 2: There were high peaks, possibly 
even higher than the two quartets 
above; but the data projects 
downward motion since 2008.  
Quartetto Classico 
 
Tier 3: Based outside of Japan; not fully 
Japanese any more; not enough data 
in Japan; worth noting the name as 
the ensemble originated from Japan. 
Lotus Quartet 
Tier 4. Comprised of competent players; 
but not enough activities and 
attention on newspapers and 
journals compared to the four 
quartets above. 
String Quartet ARCO 
Erdödy String Quartet 
YAMATO String Quartet 
 
Criticism and journalism arguably influence the shaping of audience taste for 
musical ensembles regardless of the genre. Ian Inglis has argued that the early popularity 
of the Beatles was shaped by the British press, which also has assisted establishing “a 
journalistic approach for popular music to become a legitimate topic for newspapers in 
the UK.”24 While it may be true that the press writings on particular musical genres have 
shaped the taste of audience and readers in other contexts, the amount of more pertinent 
criticisms and journalisms for the seven string quartets in Japan appear insufficient for a 
clear insight into the relationship between the discourse around string quartets and the 
shaping of audience taste to be established. However, popularity—based on the number 
																																																								
24 Ian Inglis, “I Read the News Today, Oh Boy: The British Press and the Beatles,” Popular Music and 
Society 33, no. 4 (October 2010): 549-562. 
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of concert ads, advertorials, and promotional writings—of the seven quartets among 
audiences can be estimated, which may or may not entirely support the grouping criteria 
used in Table 6.9 above.  
There are almost no views from outside Japan on the seven string quartets as of 
when this research was conducted. The only comments that I was able to obtain were: (1) 
Mr. Tully Potter’s remark on the Lotus Quartet that “[he] recalls being quite impressed 
with the Lotus Quartet and they have been in contact in the past year or two,” and (2) Dr. 
Margaret Mehl’s remark on the Morgaua Quartet that  “[she] happened to greatly enjoy a 
concert by them in Tokyo a couple of years ago…and they are still going strong to my 
knowledge.”25 It may be a good idea for the quartets, especially the Excelsior, the 
Classico, and the Morgaua, to send their recordings to a few music critics outside Japan 
to collect  “overseas” opinions on them. The Quartet Excelsior performed at a church in 
London in May 2009, but no reviews (written in the UK) were found on the performance, 
other than an entry on a blog by Mr. Watanabe.26 The next chapter discusses and 
highlights the activities and outreach programs of the Quartet Excelsior, the one 
acclaimed almost unanimously in Japan as the country’s “representative” string quartet. 
																																																								
25 Both of the comments are from my personal email correspondences with them. With Mr. Potter, it was 
on January 26, 2013; and with Dr. Mehl on December 3, 2012. Dr. Mehl is an Associate Professor in 
Japanese Studies at the University of Copenhagen; and has published several articles on Japanese violinists. 
For a full list of her publications, see http://Asahi.violinist.com/directory/bio.cfm?member=Ku92me  
26 The performance was at the Saint Vedast-alias-Foster Church in the financial district of London. See 
Yawara Watanabe, “Eku no Rondon Kouen Goannai,” Yakupin Sensei Uwano Sora Blog, May 20, 2009, 
accessed May 2, 2012, http://yakupen.blog.so-net.ne.jp/archive/c131535-33.  
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Chapter 7: Educational Outreach 
 
 After a concert at the Suntory Hall Chamber Music Academy, June 2011, I was 
fortunate to have in-person conversations with two string players, Ms. Tomomi Tsuru (a 
graduate of the Kunitachi Music Institute in viola, and a participant in the Chamber 
Music Academy) and Ms. Izumi Ishii (a graduate of Toho Gakuen School of Music, and 
a professional violinist).1 Ms. Tsuru mentioned that, as far as she knows, a professional 
“quartet-in-residence” at a music school is still unheard of in Japan. Several prestigious 
music schools in the country (Tokyo University of Arts, Toho Gakuen School of Music, 
Osaka School of Music, Kunitachi Music Institute, and Musashino Music Institute, etc.) 
show no records of quartets in-residence. Many North American music institutions, on 
the other hand, host (i.e. employ) professional chamber groups as “in-residence” for the 
purpose of regular performances, outreach to the community, and educating and coaching 
university students. Ms. Tsuru also added that chamber music courses are usually not 
required in Japanese music institutions, though students voluntarily form chamber groups 
for lessons and performances (and that is how several Japanese string quartets initially 
formed, including the ARCO, the Classico, and the Excelsior). Ms. Ishii also felt that the 
coursework at Toho Gakuen School of Music during her own student days seemed to be 
geared toward producing soloists and orchestral players, but not chamber groups, citing 
the same reason that there were no required chamber music courses and no in-resident 
chamber ensembles at her school. 2  																																																								
1 Ms. Tsuru, a recent graduate (2011), is an active pro-amateur string quartet violist and an advocate for 
spreading chamber music. Ms. Ishii was a member of Osaka City’s prestigious Takarazuka Theatre and 
Opera Company (as a violinist) between 1999 and 2010. 
2 Toho Gakuen School of Music is considered the “top-notch” music institute, having produced world-class 
musicians such as Seiji Ozawa (conductor), the founding members of the Tokyo (Juilliard) String Quartet, 
Akiko Suwanai and Mayuko Kamio (violinists; both won Tchaikovsky Competitions in 1990 and 2008, 
respectively), etc.   
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 During my personal conversations with Mr. Hajime Koumatsu in April 2015, he 
mentioned that the only time Japan came close to having a quartet-in-residence at an 
institution was in the years between the early and late 1970s, when the Iwamoto Mari 
String Quartet was active.3  The first violinist, Mari Iwamoto, was already on the faculty 
of Tokyo Academy of Music (now Tokyo University of Arts), and the institution 
supported her quartet by organizing events and educational activities at the school. Mr. 
Koumatsu recalled that the system was like a quartet-in-residence in the USA (implying 
that they were on the payroll), and he thought that the institution would have made the 
residency permanent if the quartet had continued to exist. With this context in mind, this 
final chapter presents a study of the kinds of chamber-music outreach activities that the 
seven string quartets (and others) and the two halls (Suntory and Daiichi Seimei) in Japan 
engage in, and it seeks to understand to what extent string quartets are intent on growing 
new audiences and reaching out to the community.  
 
String quartets  
It seems that the string quartets discussed in this research have not been heavily 
involved in outreach activities except the Quartet Excelsior. Table 7.1 below summarizes 
outreach activities of six of the seven string quartets since the formation of the quartets 
and 2014.4 
 
 
																																																								
3 During a personal conversation with him, April 2015. 
4 Information was gathered through newspaper items, periodical articles, the quartets’ official webpages, 
and by following their online social media (i.e. Facebook and Twitter). The timeframe is between when 
each string quartet was founded and the end of 2014. 
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Table 7.1 Educational outreach activities of six string quartets. 
 Community 
Outreach to 
Adults 
Community 
Outreach to 
Schools/Students 
Regular 
Coaching 
(younger 
string 
quartets) 
Other 
ARCO No No No  
Classico Yes No No  
Erdödy Yes No No  
Excelsior Yes Yes No 
-Lab Excelsior 
-Chamber Music 
Garden 
-One time in-
residence 
experiment 
project at a 
university 
Morgaua No No No  
YAMATO No No No  
 
The Lotus is excluded from this list because most of its musical activities are in 
Germany, and the group does not keep a record of outreach activities on its website. 
There were no articles or newspaper items on the Lotus’s outreach activities while it was 
touring in Japan. For the ARCO, the Morgaua, and the YAMATO, no outreach activities 
were found on their websites, newspapers, social media, etc. Out of the seven string 
quartets highlighted in this research, the Quartet Excelsior is the only string quartet that 
appears committed to participating in outreach. The detailed activities of the Excelsior in 
reaching various social constituencies will be discussed later in this chapter.  
 
Two halls’ involvement in the educational outreach of chamber music 
 
String Quartet on Weekends (Daiichi Seimei Hall) 
 
 The Daiichi Seimei Hall runs several community outreach projects, and one of its 
educational concert series for promoting string quartet music is the String Quartet on 
Weekends series, abbreviated as the SQW. This project was launched in 2011, with the 
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purpose of introducing and promoting string quartet music a few times a year and hosting 
both Japanese and non-Japanese string quartets. Japanese string quartets that have 
participated in this series are the Classico, the Erdödy, and the Excelsior. Non-Japanese 
string quartets include the Carmina, the Amaryllis, the Orion, the Miro, and the 
Schumann. The purpose of this concert series is to focus more attention on string quartet 
music, and to introduce to the audience both Japanese and non-Japanese string quartets 
that are of high caliber.5  The table below presents three Japanese string quartets and the 
repertoire that they performed for the concert series. 
Table 7.2 Japanese string quartets and their repertoire for the SQW 
																																																								
5 During a personal conversation with Ms. Mai Kikuchi, former assistant manager of Daiichi Seimei Hall, 
in summer 2013. 
String Quartet Date Repertoire 
Quartetto Classico 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
17 March 2013 
 
 
 
 
4 November 2013 
 
 
 
 
 
27 September 2014 
 
 
 
 
 
10 October 2014 
 
 
 
 
26 October 2014 
All-Tchaikovsky Program 
     No. 1 Op. 11 andante 
cantabile 
     No. 2 Op. 22 
     No. 3 Op. 30 andante funebre 
Lecture Recital (“The Father: 
Leopold or Haydn?” Part 1) 
Mozart No. 4 K.157  
Mozart No. 10 K. 170  
Mozart K. 589  
Mozart No. 16 K. 428  
Lecture Recital (“The Father, 
Leopold or Haydn?” Part 2) 
Mozart No. 5 K.158  
Mozart No. 11 K. 171  
Mozart K. 590 
Mozart K. 458 “Hunt” 
Lecture Recital  (“Revering the 
Muse”) 
Mozart No. 6 K. 159  
Mozart No. 12 K. 172  
Mozart K. 525 
Lecture Recital (“Rebelling 
against the Muse”) 
Mozart No. 7 K. 160  
Mozart No. 13 K. 173  
Mozart K. 499 “Hoffmeister” 
Mozart K. 465 “Dissonance” 
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(Table 7.2 cont.) 	
 
 
The Quartetto Classico has participated the most in this series, and the Erdödy and 
the Excelsior have performed three times each, once every year between 2012 and 2014. 
The Classico and the Erdödy have given concerts by single composers i.e. all-Boccherini, 
all-Mozart, and all-Tchaikovsky programs (Classico); and an all-Britten program 
(Erdödy). The Classico is the only group that has given lecture recitals, and all of them 
were on the string quartets by Mozart, spread over three concerts. The reason for their 
choice of Mozart is not known, but it would be safe to assume that Mozart is one of the 
most familiar names in Japan, and it was perhaps easier to approach the audience with 
this music. The repertoire of the three Japanese string quartets ranges between works as 
early as Boccherini and as modern as Caplet, but it is surprising that there are no 
Beethoven’s works. It may have to do with the demands of Beethoven’s works on 
listeners, which may not be so suitable when reaching out to newcomers. Several non-
Erdödy String Quartet 18 February 2012 
 
 
16 February 2013 
 
 
 
16 February 2014 
Haydn Op. 9/4  
Schubert D. 804 “Rosamunde” 
Britten No. 3 Op. 94 
All-Britten Program 
     No. 1 Op. 25 
     No. 2 Op. 94 
     No. 3 Op. 36 
Nino Rota String Quartet 
Ildebrando Pizzetti No. 2 
Verdi String Quartet 
Quartet Excelsior 28 January 2012 
 
 
26 January 2013 
 
 
16 March 2014 
Ravel String Quartet in F 
Philip Glass No. 2 
Piazzolla arrangements 
Wolf Italian Serenade 
Schumann Op. 41/3 
Boccherini No. 4 G448 
Debussy Op. 10 
Jean Françaix String Quartet  
Works for Harp and String 
Quartet by Debussy, Malipiero, 
Caplet 
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Japanese string quartets have also participated in this series, and Table 7.3 below presents 
which of them have performed at the SQW since 2011.  
Table 7.3 Non-Japanese String Quartets and their repertoire for the SQW 
String Quartet Date Repertoire 
Carmina String Quartet 12 November 2011  
 
13 November 2011 
 
 
 
 
 
16 June 2013 
 
Wolf Italian Serenade 
Schubert D.703  
Fabian Müller String Quartet 
No. 2 (2010) The Helvetic 
(Japan premier) 
Mendelssohn No. 2 Op. 13 
Brahms Piano Quartet No. 3 
Op. 60 
Beethoven No. 10 Op. 74 
“Harp” 
Shostakovich No. 8 Op. 110 
Dvořák No. 12 Op. 96 
“American” 
Amaryllis Quartet 
 
9 June 2012 
 
Haydn String Quartet Op. 74/3 
“Knight” 
Berg Lyrische Suite 
Beethoven String Quartet No. 
14 Op. 131 
Webern Five movements for 
String Quartet Op. 5 
Orion String Quartet  
 
9 March 2013  
 
Beethoven String Quartet No. 
16 Op. 135 
Schumann Piano Quartet Op. 
44 
Schubert No. 14 D. 810 
“Death and the Maiden” 
Miro Quartet 
 
10 May 2014  
 
All Beethoven Program: 
Razumovsky Set Op. 59 
Nos. 1-3 
Schumann Quartet 
 
30 November 2014  
 
Haydn Op. 76/5 “Largo” 
Ives String Quartet No. 2 
Beethoven No. 14 Op. 131 
  
 Non-Japanese string quartets’ repertoires range from works by Haydn to a work 
by Fabian Müller. However, it seems that Beethoven’s works are the most repeated, with 
all the programs including a Beethoven quartet at least once (except for the Carmina’s 
first two concerts in 2011). It is unknown why no Japanese string quartets have 
performed Beethoven’s works in this series yet, but a general impression when 
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comparing the two tables above is that the non-Japanese string quartets’ repertoires 
arguably demand a broader level of technique and artistry. Other than string quartet 
works, piano quartets by Brahms and Schumann have been part of the programs for the 
Carmina and Orion. Including a repertoire with a piano seems to add more variety and 
appeal to a wider taste; it is also an opportunity to promote another artist. No Japanese 
string quartets have performed works with piano, and the Excelsior is the only one that 
has collaborated with a harpist.  
 
Chamber Music Garden (Suntory Hall) 
The Suntory Hall has been operating a project titled the Chamber Music Garden 
since 2011; it is a two-week program in June, in the style of a chamber music festival, 
with a focus on string quartet music. Its purpose is to “promote enjoyment of traditional 
chamber music as the origin of (western) classical music.”6 The program, with all its 
performances and masterclasses, takes place in the Blue Rose Hall.7 The table below 
(Table 7.4) shows the musicians who have given concerts or masterclasses during each 
year of the festival. 
Table 7.4 Chamber Music Garden musicians since 2011. 
Year Featured Solo Artists 
Featured String 
Quartets Guest Artists 
Student 
musicians 
2011 M. Pressler (Pf) 
 
Pacifica String 
Quartet  
Quartet Excelsior 
M. Koyama (Pf) 
R. Stoltzman (Cl)  
and others 
Students from 
music schools 
(undergraduate 
and masters) in 
Tokyo 
participate in the 
masterclasses 
and student  
2012 M. Brunello 
(Vc) 
Henschel Quartet  Quartet Excelsior 
K. Takezawa (Vn) 
A. Eguchi (Pf) 
and others 																																																								
6 “Suntory Hall Launches Innovative 25th Anniversary Program,” Suntory Hall, last modified September 
28, 2010, accessed November 15, 2016, http://www.suntory.com/culture-
sports/suntoryhall/news/she001.html.  
7 See Ch. IV Venues for more details on the Blue Rose Hall.  
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(Table 7.2 cont.) 	
2013  Borromeo String 
Quartet  
Carmina Quartet 
Quartet Excelsior 
M. Yoda (Vn) 
R. Watanabe (Vn) 
C. Desért (Pf) 
and others 
concerts. They 
are selected 
through 
auditions, and 
are named the 
“Fellows of 
Chamber Music 
Garden 
Academy” 
2014  Küchl Quartet  Pacifica String 
Quartet  
Quartet Excelsior 
and others 
 
Since the launch of the program, the Chamber Music Garden has had a focus on 
string quartet music, always featuring an ensemble (from outside Japan) for a Beethoven 
Quartet Cycle of concerts every year. These quartets have often given masterclasses also. 
The only Japanese string quartet that has participated in this program is the Quartet 
Excelsior, which has been present every year, giving chamber music concerts with guest 
artists (but not the Beethoven Cycle Concerts). The table below is a typical schedule of 
events for the four years.  
Table 7.5 Typical schedule during the Chamber Music Garden 
Day 1 Opening concert by T. Tsutsumi (cello, and the hall director) and guest artists 
Day 2-5 Student concerts (students from music schools in Tokyo) 
Day 6-8 Featured string quartet’s Beethoven Cycle Concerts 
Day 9-10 Masterclasses and workshops with featured solos and quartets 
Day 11-12 Series of chamber music concerts by guest artists and Japanese musicians 
Day 13 Finale concert with featured soloists, quartets, and the fellows 
 
 The Suntory Hall’s Chamber Music Garden is the first chamber music festival in 
Japan to focus on string quartet music, and it is the first such festival at a hall in Tokyo. 
No other halls in Tokyo have this kind of program, though they may hold regular string 
quartet concerts. What is notable about this project is that the event effectively runs 
multi-faceted activities typical of a chamber music festival: hosting a high-caliber non-
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Japanese string quartet for the Beethoven Cycle Concerts; inviting the country’s top-
notch artists (both soloists and a quartet) for series of chamber music concerts; educating 
and providing opportunities for young musicians (“the fellows”) to learn from celebrated 
artists from Japan and abroad; and offering an easily accessible chamber music festival 
for residents in Tokyo.8 This yearly festival is a notable event for community outreach, 
because the hall’s degree of familiarity and recognition in Japan compares to those of the 
Carnegie Hall in New York and the Wigmore Hall in London.  
 
The Quartet Excelsior and Outreach 
  
 As seen in Table 7.1 above, the Quartet Excelsior is the only string quartet among 
the seven Japanese quartets studied in this paper that is committed to community 
outreach and to growing new audiences. The reason for such commitment is briefly 
explained on its official website, where we read that:  
…[Excelsior] focuses on “what repertoire,” “where,” “to what audience,” 
“what purpose,” and “how,” in order to effectively share the beauty of 
music at a deeper level with more audience. Outreach shouldn’t be just 
about performing. Through the activity, audience should be more 
familiarized with music and experience the joy, to be in touch with a 
world that once was unfamiliar to them, and to be a step closer to the 
musical art…9 
 
The Quartet goes on to emphasize and promote the essence of string quartet 
music, and to explain how it compares to the symphonic music of orchestral concerts, i.e. 
Beethoven’s Ninth Symphony. It points out that while it may be difficult for an orchestra 																																																								
8 According to Mr. Koumatsu, Beethoven Cycle concerts have not been presented at this frequent rate (once 
a year) since the late 1970s, especially after the disintegration of the Iwamoto Mari Quartet in 1979. He 
mentioned that until 2011, when the Pacifica String Quartet gave a Beethoven Cycle concert at this festival, 
there had been maybe five incidences of a Beethoven Cycle in Japan since the early 1980s, all by non-
Japanese string quartets. He said he hopes that one day, a Japanese string quartet will give a Beethoven 
Cycle at an event like this (a chamber music festival that upholds a high level of artistry). 
9 “Outreach,” Quartet Excelsior, accessed November 15, 2015, http://www.quartet-
excelsior.jp/about_outreach.html. 
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to visit a small venue or town (because of economic issues, i.e. larger cost of 
transportation and accommodation; more detailed planning and management due to more 
personnel; and also an issue of space, etc.) a quartet can easily make it to those places.10 
There are no quartets other than the Excelsior with a statement on their official website 
about commitment to outreach activities. Perhaps the Excelsior feels an obligation to this 
mission of systematic outreach, as it is the only string quartet ensemble in Japan that 
carries the title, “jyousetsu” (permanently existing). The Quartet is also committed to 
exploring newer repertoires, and to using them to reach out to more audiences. The table 
below (Table 7.6) summarizes the kinds of outreach activities that the Quartet Excelsior 
is involved in. 
Table 7.6 Quartet Excelsior’s involvement in outreach activities 
Venue or Project Title Target Audience Kinds of activities and repertoires 
Educational institutions Primary/secondary school 
students, 
University students 
-Arrangements of familiar 
tunes 
-Explanation about string 
instruments and chamber 
music 
-Selected movements of string 
quartets -Seminars on practical 
aspects of string quartet 
ensemble 
Lab Excelsior Audiences that already have 
experience in “classical” 
repertoires, and who long for 
“newer” repertoire 
Concert series since 2001, 
with works of mostly 20th- 
century composers 
String Quartet on Weekends 
(Daiichi Seimei Hall) 
Chamber music fans 
General audience 
 
Sometimes with lectures, 
educating the audience about 
string quartet repertoire 
Chamber Music Garden 
(Suntory Hall) 
Music majors (college level 
and up) 
Chamber music fans 
Musicians (professional and 
amateur) 
General audience 
-Chamber music concerts 
-Masterclasses 
 
																																																									
10 Quartet Excelsior, “Outreach.” 
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(Table 7.6 cont.) 	
Experimental quartet-in-
residence at the Hokusei 
Gakuen University 
College students (non-music 
majors), 
University faculty and staff 
-Seminars and discussions 
about string quartet music 
-Concerts at the facility and 
nearby venues (church, 
nursing homes, etc.) 
 
When the Excelsior does its outreach to students (at primary and junior high 
schools), a typical program includes brief, simple explanations of the mechanics of string 
instruments and of the different role of each voice in the Quartet; performing 
arrangements of familiar tunes (Japanese folk songs, pop music, etc.); introducing 
sections or excerpts from familiar classical works; and in some cases, giving short lessons 
on how to make sound on the instruments. The program often ends with the group 
performing a movement or two from an early Classical string quartet work (i.e. by Haydn 
or Mozart).11  
One activity in Table 7.6 that is worthy of attention is the quartet’s collaboration 
with the Hokusei Gakuen University.12 In 2012 the University and the Quartet Excelsior 
experimented with a one-week project as a quartet-in-residence on campus, and the 
following was the quartet’s schedule of events during the week:13 
 Day 1 Concert (at the welcome party for the incoming freshmen) 
 Day 2 Charity concert at a nearby city 
 Day 3 Chapel concert on campus 
 Day 4 Seminar with first-year students  
 Day 5 Interaction with the university high-school students (discussion, etc.) 
 Day 6 Seminar with fourth-year students 
 Day 7 Chapel concert on campus  
 																																																								
11 Quartet Excelsior, “Outreach.” 
12 Hokusei Gakuen University is a private university in Sapporo, Hokkaido (northern island). “University 
guide,” Hokusei Gakuen University, accessed March 31, 2016, http://en.hokusei.ac.jp. 
13 Yawara Watanabe, “University’s Experiment with Quartet Residency; Hokusei Gakuen University and 
the Quartet Excelsior,” Kanade 38 (2012): 13-14. 
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This was the first attempt in Japanese universities (since 1979, when the Iwamoto 
Mari String Quartet came close to being a quartet-in-residence at the Tokyo Academy of 
Music) to simulate what a quartet-in-residence would do, with the purpose of bringing 
musical art closer to a university campus and educating the students, while also reaching 
out to the community. The Hokusei Gakuen University’s purpose in running this project 
was to attempt to establish a program that would distinguish the institution from other 
universities, as no universities in Japan have an “in-residence” chamber group. This one-
week project resembled what a resident quartet would be doing at many North American 
universities and music institutions; however, no follow-up project occurred at either the 
Hokusei Gakuen or at other universities. It seems that it is still quite challenging for a 
string quartet in Japan to establish the university residency because first, there has been 
no preceding system of in-residency for a string quartet; secondly, either not many 
universities are interested in investing in such system or do not have the financial 
capacity to employ a quartet; and thirdly, there simply may not be enough demand (from 
students and faculty) for a string quartet to be on campus, as there is only a small number 
of strings students on campus.  
The Quartet Excelsior is involved in diverse chamber music activities. As Japan’s 
only “jyousetsu” [permanent] quartet, the group is committed not only to giving nearly 
seventy concerts per year, but also to reaching out to various social constituencies with 
the goal of bringing string quartet music closer to new audiences and increasing its 
support base. The Excelsior has been successful in gaining supporters and audiences, 
making it able to fully finance itself solely from quartet activities, which marks the key 
difference compared to six other (and all) Japanese string quartets.  
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While it may be possible that there are other Japanese string quartets that 
undertake outreach activities (either because they are not writing about them on their 
websites or because nothing much has been written about them in the press), it is evident 
that only the Quartet Excelsior does outreach systematically, regularly, and with 
commitment. On top of all the performances that the Excelsior gives per year, it is 
notable that the ensemble takes on outreach activities. It is also significant that the 
Excelsior has participated in the quartet-in-residence project with the Hokusei Gakuen 
University. At least in what has been found during this research, no other universities 
have made such an effort since the Iwamoto Mari String Quartet in 1979; and the 
Excelsior has come the closest to this goal, in picturing even the slight possibility of in-
resident chamber group on a university campus. It is still unclear as to where such 
attempts might lead in the future (in the chamber and string quartet music scene in Japan) 
or what the Excelsior is pursuing as its next step, but this part of my research verifies that 
the Quartet Excelsior is, by far, the most active group and the one most committed to 
outreach compared to the other string quartets in Japan since 1979. 
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Conclusion 
 This research has attempted to direct scholarly attention to the string quartet scene 
in Japan. Even though not many Japanese string quartet ensembles have enjoyed success 
outside the country, my work suggests that chamber music, and especially string quartet 
music, is still enjoyed in similar ways in both Japan and the Western hemisphere. The 
activities in Japan may be far fewer (in number, demand, concerts, etc.) compared to the 
string quartet scene in the West, but this research has found that there are ensembles, 
musicians, hall managers, music critics, and music lovers who are devoted to 
encouraging the continued existence of string quartet music in the country. It is still 
unclear whether chamber music activities in Japan are likely to project further and to 
grow steadily or not; but there are new and vibrant activities such as Suntory Hall 
Chamber Music Festival, etc. Though progress may be slow and the developments may 
be subtle, it is to be hoped that there will be many musicians passionate about chamber 
music in Japan in the future. 
Part Two of this dissertation has provided me with a detailed understanding of 
various aspects of the string quartet scene in Japan (venues, repertoires favored, 
university situations, economic aspects, reception and reviews, etc.). Especially, I gained 
insights into how to research the reception of performances using the medium of 
newspapers and periodicals.  
 While researching Japanese string quartets since the 1980s, one issue that came 
up repeatedly was the absence of any audience surveys of string quartet concerts, which 
made it difficult to clarify various matters: for instance, who exactly makes up the major 
percentage of string quartet audience; to what extent the audience influences the string 
quartet scene in Japan; and how each quartet gains and sustains its audience. Ms. 
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Minoguchi at Suntory Hall and Ms. Kikuchi at the Daiichi Seimei Hall left their 
workplaces while this research was ongoing, and this made it more difficult for me to 
form and conduct an audience survey. Sociological approach to audience studies is an 
area that became highly intriguing to me while investigating this topic. Given the right 
resources, an audience survey targeting only string quartet audiences would be one of the 
next steps after this research. 
In the future, research in a similar manner and approach could be conducted in 
nearby countries, examining the chamber music scenes in the cities of South Korea, 
China, Hong Kong, etc. Such a study would provide a bigger view of the chamber music 
scene in East Asian countries. Other avenues of further inquiry might include: the impact 
of the two World Wars and the “economic bubble” on the viability of string quartets in 
Japan; a detailed exploration of stylistic and sound differences between ensembles (and 
whether such differences affect the press and audience reception in Japan); and a broader 
investigation into the reasons for the lack of critical reviews and opinions on Japan’s now 
vibrant string-quartet scene.  
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Appendix A: Maps, Score, and Program 
 
Map I. Japan: showing Kagoshima, Kyushu Island 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
    image courtesy of Google Map © 
 
Map II. Japan: showing Kanto and Kansai Regions.  
 
 
image courtesy of Google Map © 
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Score 
 
Meiji setsu. (image credit to www.east asian history.net) 
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The First Chamber Music Concert Program  
 
Concert Program I. July 20, 1885 
(Atsuko Watabe-Gross, Einführung der europäischen Musik in Japan 1855-1888: 
kulturpolitische Aspekte eines Paradigmenwechsels [Introduction of European Music in 
Japan 1855-1888: Cultural and Political Aspects of a Paradigm Shift] (Hamburg, 
Germany: Gesellschaft für Natur- und Völkerkunde Ostasiens, 2007), 150-152. Chamber 
music marked in brackets) 
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Appendix B: Survey Questions 
 
Questions for the String Quartets surveyed for this Research, January 2013 – February 
2015 
SURVEY 
1) How satisfied are you with the spread of professional performances of string quartet 
music in Japan since 1990?  
 __Very Satisfied 
 __Satisfied 
 __Neither Satisfied nor Dissatisfied 
 __Dissatisfied 
 __Very Dissatisfied 
 __Other (Please Explain:       ) 
 
2) Do you feel there is a need for more public string quartet activities (concerts, outreach 
programs, masterclasses, etc.) in Japan? 
 __Much More 
 __Somewhat More 
 __Fine as is 
 __Somewhat less 
 __Much less 
  
3) How important to your quartet is performing outside of Japan? 
 __Very Important 
 __Somewhat Important 
 __Neither Important nor Unimportant 
 __Somewhat Unimportant 
 __Very Unimportant 
 __Other (Please Explain:       ) 
 
4) As graduates from Japanese music institutions, how helpful were the chamber music 
courses (coaching and lessons) that you took there? 
 __Very helpful 
 __Somewhat helpful 
 __Neither 
 __Not so helpful 
 __Not at all helpful 
 __Other (Please Explain:       ) 
 
5) Please rate the overall quality of chamber music education of the institution you 
attended: 
 __Excellent 
 __Above average 
 __Average 
 __Below Average 
 __Poor 
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 __Other (Please Explain:       ) 
 
OPEN-ENDED QUESTIONS (Interview-type) 
 
1. What was the nature of the chamber music courses at the institution you attended? 
 
2. How and when was your quartet initially formed?  
 
3. Have there been any changes to your quartet (members, sponsorship, etc)? Please give 
details of any changes. 
 
4. What do you consider your quartet’s most valuable achievement, and why? 
 
5. How do you decide on concert program repertoire?  
 
6. Regarding your discography, how do you choose what to record? 
 
7. How do you build loyal audiences?  
 
8. Does the quartet feel the necessity to win international recognition? If yes, why? 
 
9. What activities does your quartet do regarding chamber music education (of student 
musicians i.e. high school, college, etc.) and outreach to the community?  
 
10. How do you promote your quartet? (i.e. to concert halls, recording companies, etc) 
 
11. As a string quartet in Japan, what kind of challenges do you face? i.e. rehearsal space, 
funding, travel, lack of interest and education, etc. 
 
 
Questions For the Concert Hall Managers 
SURVEY 
1) How satisfied are you with the spread of professional performances of string quartet 
music in Japan since 1990? 
 __Very Satisfied 
 __Satisfied 
 __Neither Satisfied nor Dissatisfied 
 __Dissatisfied 
 __Very Dissatisfied 
 
2) Do you feel there is a need for more public string quartet activities (concerts, outreach 
programs, festivals, masterclasses, etc.) in Japan? 
 __Much More 
 __Somewhat More 
 __Fine as is 
 __Somewhat less 
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 __Much less 
 
3) In a yearly calendar, how do you decide on the balance (in terms of number of 
concerts) between the performances of orchestra, solo, and chamber music at your 
hall? 
 __It is well balanced  
 __Somewhat well balanced 
 __Not balanced 
 __No opinion 
 
 
OPEN-ENDED QUESTIONS 
 
1. How do you learn about the professional string quartet ensembles (Japanese and non-
Japanese) that you engage in your hall?  
 
2. Who decides on their concert programs? 
 
3. How do you build audiences for chamber music at your hall? 
 
4. What do you know about the followers (loyal audiences) of string quartet music? (i.e. 
age group, profession, music-related or not, etc.) 
 
5. Have you done audience surveys? If so, what have you learned from this? 
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Appendix C-a: List of Concert Halls in Tokyo and Osaka (in Alphabetical Order) 
 
I. Tokyo 
Name of the Hall Number 
of halls  
Seats 
Akigawa Kirara 1 702 
Amyu Tachikawa 2 1452/280 
Arena 1 252 
Asakusa Public 1 1082 
Aspia 1   
Buddhist 1 164 
Bunkyo Civic 2 1802/371 
Café&Hall with You 1 40 
Concert Salon Pause 1 130 
Daiichi Seimei 1 767 
Difa Ariake 1   
Dolce 1 65 
Edogawaku Sogo Culture Center 2 1494/500 
Edoku Culture 1 511 
Ehonjyuku  1 80 
Ex Theater Roppongi 1   
Fukusei Shimin 1 1210 
Fumon 1 4702 
Ginza Blossom 1 900 
Hachioji Art and Culture 2 802/288 
Hakujyu  1 300 
Hamarikyu Asahi  2 552/398 
Harajuku Astro 1   
Hibiya Public 1   
Higashiyamato Shimin 1   
Hikarie 1   
Hikarigaoka IMA 1 500 
Hino Renga 2 1104/208 
Hitotsubashi 1 802 
Hoya Komorebi 2 662/250 
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Itabashi Green 2 250/300 
Izumino Mori 1 80 
JCB 1 3000 
JT Art 1 256 
Jiji Communication 1 320 
K Stage O 1 207 
Kan Art 1   
Kankokyo Harmonic 1 148 
Kioi 2 800/250 
Kitazawa Kumin 1 294 
Kiyose Keyaki 1 508 
Koa Ikebukuro 1 214 
Kokubunji City Izumi 1 370 
Komae Ekoruma 1 728 
Korakuen 1   
Kunitachi Shimin 1 336 
Kurara 1 80 
Lalyre 1 70 
Luther Ichigaya 1 200 
Machida Shimin 1 862 
Masao Koga Music 1 220 
Matsumoto Kinen 1   
Matsuo 1 88 
Meguro Persimmon 2 2 1200/200 
MelPark Tokyo 1 1582 
Minami Osawa 1 500 
Mitaka City Art and Culture 2 625/250 
Mitaka City Public 1 868 
Mountrainier 1 318 
Musashino Public 1 350 
Musashino Shimin Culture 2 1354/474 
Musashino Swing 1 150 
Music Room AnoAno 1   
Musicasa 1 120 
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NHK 1 3400 
Nakano Sunplaza 1 2222 
Nakano Zero 1 1292 
Narishiro 1 397 
National Theater 2 1610/590 
National Yoyogi  1 13245 
Nerima Culture Center 2 1846/692 
New Pier 1   
Nihon Budoukan 1 14148 
Nihon Seinenkan 1 1360 
Nihonbashi Mitsui 1 690 
Nikofare 1   
Nippori Sunny 1 401 
Nishiarai 1 902 
Nissei Theater 1 1330 
Oizumi Yumeria 1 176 
Oji 1 400 
Old Tokyo Music Performance  1   
Olympus Hachioji 1 1870 
Omeshimin 1 585 
Ongakunotomo 1 224 
Orchard  1 2150 
Ota Kumin Apuriko 2 1477/170 
Otakumin Plaza 2 509/170 
Parthenon Tama 2 1414/304 
Quest 1 400 
Rikkou 1   
Ririo 1 610 
Rune Kodaira 2 1229/555 
Sakura 1 729 
Sakura Kitatopia 1 1300 
Salon Tessela 1 80 
Sanparu Arakawa 2 1120/300 
Seshion Suginami 1 578 
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Setagaya Public 2 600/218 
Setagayaku 1 452 
Shibuya Public 1 1804 
Shichisho 1 300 
Shinagawa Kumin Kyurian 2 1074/500 
Shinjuku Culture Center 2 1802/210 
Shinjuku Meiji Yasuda Seimei 1 342 
Shiodome 1 100 
Showa Shimin 1 1261 
Showa Women's University Hitomi 
Kinen 1 2230 
Sky 2 1010/300 
Sonorium 1   
Sophiazaal 1 50 
Spiral 1 550 
Suginami Public 2 1190/194 
Sumida Riverside 1   
Sumida Sangyo 1 600 
Sumida Triphony  2 1802/252 
Suntory 2 2006/384 
Symphony Hills 2 1318/298 
Takinogawa 2 502/170 
Tamadakumin 1 471 
Tennosu Ginga Theater 1   
The Garden 1 750 
Theater 1010 1 701 
Tiara Koto 2 1300/140 
Tobu Friend 1 376 
Tokyo Art Theater 4 1999/841/300/300 
Tokyo Bunka Kaikan 2 2303/649 
Tokyo FM 1 308 
Tokyo Fashoin Town 1   
Tokyo Internatinoal Forum 2 5012/1502 
Tokyo Opera City 2 1632/286 
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Tokyo Yaesu 1 108 
Toriyamakumin 1 435 
Toshima Minami Otsuka 1 300 
Tower Hall Funabori 2 750/300 
Tsuda 1 490 
Tsunohazu Kumin 1 236 
Tsutsuji 1 402 
U Boat 1 1803 
Ueno Gakuen Ishibashi Memorial  1 508 
Ushigome Tansuku  1 392 
Yakult 1 550 
Yamaha 1   
Yamano 1 276 
Yanaka Music 1   
Yomiuri 1 1100 
Zenrose Space Zero 1 575 
Zoshigaya Music 1 70 
 
 
II. Osaka 
Name of the Hall Number of 
halls 
 Seats 
A&H 1 250 
ABC 1 258 
Arkas 1 359 
Festival 1 2870 
HEP 1 200 
Hachio Culture Prism 1   
Higashijyo Kumin 2 615/209 
Ishihara 1 250 
Izumi 1 821 
Izumino Mori 2 1376/457 
Kashiwahara 2 1175/281 
Luciore 1 120 
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Lumier 2 1128/282 
Mozart Salon 1   
NHK Osaka 1 1417 
Osaka Castle Arena 1 16000 
Osaka Central Public 3 1161/500/150 
Osaka Life Learning Center 1   
Osaka Music School College Opera 
House 1   
Raburi 2 1298/464 
Sankei Breeze 1 902 
Sayaka 2 1208/368 
Shinosaka Muramatsu Recital 1 250 
Shizuka 1 802 
Subaru 1 806 
Suita May Theater 1   
Symphony Hall 1 1704 
Taishi 1 100 
Teijin 1 285 
The Pheonix Aioi 1 335 
Torii 1 100 
Toyonaka Shimin Aqua Culture 1 490 
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Appendix C-b: Photos of Auditoria of the Daiichi Seimei, the Suntory (main and the 
Blue Rose), and the Izumi Halls  
 
I. Daiichi Seimei1   
 
 
 
 
II. Suntory Halls  
 
 -Main2  
 
 
  
 																																																								
1 “Daiichi Seimei Hall,” Triton Square, last modified 2012, accessed February 7, 2016, http://www.harumi-
triton.jp/triton/dshall/. 
2 “Dai Ho-ru (Main Hall),” Suntory Hall, last modified 2016, accessed February 7, 2016, 
http://www.suntory.co.jp/suntoryhall/facility/hall.html. 
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 -Blue Rose3 
 
 
 
 
 
III. Izumi4 
 
 
 
 
																																																								
3 “Blue Rose Hall,” Suntory Hall, last modified 2016, accessed February 7, 2016, 
http://www.suntory.co.jp/suntoryhall/facility/hall.html. 
4  “Izumi Hall,” Cedyna Classic Concerts, accessed February 7, 2016, 
http://www.cedyna.co.jp/classic/concert/23/index.html. 
 162 
Appendix D: Repertoire Lists for Erdödy, Excelsior, and Lotus (string quartet works 
only) 
 
Erdödy String Quartet 
Composer Work  
J. Haydn Op. 9/4-6  
Op. 3/5  
Op. 22  
Op. 33/1, 3  
Op. 51  
Op. 74/1-3 
All of Op. 76 Set 
W. A. Mozart No. 19 K464 
L. van Beethoven Op. 18/1, 5, 6  
Op. 59/1, 3  
Op. 95  
Op. 127  
Op. 130  
Op. 131  
Op. 132  
Op. 133  
Op. 135 
B. Britten Nos. 1-3 
C. Debussy Op. 10 
F. Schubert D. 804  
D. 810  
D. 956 
C. Saint-Saëns Op.12 
R. Schumann Op. 41/1-3 
J. Sibelius Op. 56 
F. Mendelssohn Op. 12  
Op. 13  
Op. 44/1-3  
Op. 80  
Op. 81/3  
P. Hindemith No. 2 Op. 10 
A. Zemlinsky No. 2 
A. Berg Op. 3 
Z. Kodály No. 2 Op. 10 
E. Dohnányi No. 3 Op. 33  
B. Bartók ALL 
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R. Strauss Op. 2 
L. Janáček Nos. 1-2 
J. Brahms ALL 
D. Shostakovich No. 8 Op. 110  
G. Rossini No. 1 
O. Respighi “Sunset” 
G. Puccini “Chrysanthemums” 
G. Verdi String Quartet in E minor 
A. Borodin No. 2 
E. Grieg Op. 27 
W. Stennhanmar Op. 29 
A. Dvořák No. 12 Op. 96 “American” 
B. Smetana No. 1 
V. Novák No. 2 
J. Ibert String Quartet 
D. Milhaud Op. 303 
I. Stravinsky 3 Pieces for String Quartet 
P. Tchaikovsky Op. 30 
F. Bridge Three Idylls for String Quartet  
E. Elgar Op. 83 
 
 
Quartet Excelsior 
Composer Work  
J. Haydn No. 5 Op. 1/0  
Op. 20/2  
Op. 20/6  
Op. 33/1  
Op. 33/3 “Bird” 
Op. 33/4  
Op. 42  
Op. 64/5 “Lark” 
Op. 76/3 “Emperor” 
Op. 76/4 “Sunrise” 
Op. 76/5  
Op. 77/1  
 164 
W. A. Mozart K. 80 
K. 155 
K. 159 
K. 173 
K. 387 Haydn Set No.1 
K. 421 Haydn Set No.2 
K. 458 Haydn Set No.4, “Hunt” 
K. 464 Haydn Set No.5 
K. 465 “Dissonance” 
K. 499 “Hoffmeister” 
K. 575 “Prussian” No.1 
K. 590 
K. 138 
K. 563 
K. 525 
K. 617 
K. 618 
L. Bocherini Op. 64-2 G. 249 
L. Sirmen String Quartet No. 3  
L. van Beethoven ALL 
Franz & Karl 
Doppler 
“Rigoletto, Fantaisie” Op.38 
J. Strauss II Op. 314 
Op. 325 
Op. 410 
E. Grieg Op. 27 
J. Sibelius Op. 56  
F. Schubert  D. 703 “Quartettsatz’ 
D. 804 “Rosamunde” 
D. 810 “Death and the Maiden” 
R. Schumann Op. 41/2 
Op. 41/3 
B. Smetana No. 1  
P. Tchaikovsky Op. 11 
T. Carreño String Quartet in B minor 
A. Dvořák No. 10 Op. 51  
No. 12 Op.96 “American” 
G. Donizetti No. 9 
Fanny 
Mendelssohn-
Hensel 
String Quartet in Eb Major 
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J. Brahms Op. 51/1 
Op. 51/2 
A. Borodin No. 2 
F. Mendelssohn  No. 1 Op.12 
L. Janáček No. 1 “Kreutzer Sonata” 
No. 2 “Intimate Letters” 
F. M. Olbrisch Ein Quadratmeter Schwarze 
J. Campoverde Q. Torus 
O. Carmona Cuarteto de cuerdas 
M. Aslama No. 7 
Isang Yoon No. 5 
S. Iwakawa 3 Folk Songs 
H. Villa-Lobos No. 1 
No. 5 
A. Webern Op. 5 
Wenzel Freiherr 
von Wurm 
String Quartet 
E. Elgar Op. 83 
K. Oguri Responsorium 
Kalevi Ensio Aho No.3 
T. Kawasoi Arrow-Cycle I 
S. Kino Yusuino Ki (Tree in the Welling Water) 
Iannis Xenakis Tetra (1990) 
P. Glass Mishima 
A. Glazunov Op. 150 
M. Goto Kataroniano Toritachi (Birds of Catalonia), world 
premiere performance 
J. Kondō Hajime, Naka, Owari (Beginning, Middle, End)（1987） 
A. Sallinen No. 4 (1971) 
K. Sato Scene of The Westwind (Requiem) (1998) 
A. Schoenberg No. 2 Op.10  
S. Sciarrino No. 7 (1999) 
R. Strauss Op. 2 
D. Shostakovich No. 8 Op. 110  
P. Sculthorpe No. 15 
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S. Suzuki Muryouno Uta II (Immeasurable Poem II) 
I. Stravinsky Concertino for String Quartet 
S. Takada Marionette  
R. Taki Hana (Flower) 
T. Takemitsu A Way Alone (1980) 
Landscape I (1960) 
Ka Nihn Chan No. 3 (1998) 
A. Zemlinsky No. 1 Op.4  
F. T. A. Delius String Quartet in E minor 
C. Debussy Op. 10 
K. Niigura Caprice, Muttoshi no Izumi (Stream of Mr. Mutto) 
Akira Nishimura Heterophony for a String Quartet (1975-87) 
Ichiro Nodaira String Quartet No. 2 (1995) 
H. Howells Op. 25 Fantasy 
A. Khachaturian String Quartet (1969) 
Hikaru Hayashi  Légende (1989/90) 
B. Bartók ALL 
A. Piazzola  Four for Tango 
A. E. Ginastera No. 1 
B. Britten No. 1 Op. 25  
Three Divertimenti 
S. Prokofiev No. 1 Op. 50  
E. I. Bergman Op. 98 (1982) 
A. Berg Op. 3 
Matsushita Isao Tokino Ito (String of Time) (1984) 
Akira Miyoshi No. 2 (1967) 
No. 3 Kurono Seiza (Black Consetellation) 
Masahiro Miwa Emperor (2000) 
É. Mouquet Op. 15  
Kazuo Yamada Kareno Zuikan Yori (From His Occassional Thoughts) 
Kosaku Yamada Karatachi no Hana (Flower of the Trifoliate Orange) 
Hiroyuki 
Yamamoto 
Eve 
M. Ravel String Quartet in F Major 
G. Ligeti No. 2 (1968) 
O. Respighi String Quartet in D Major 
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Kenji Watanabe No. 2 
 
Lotus String Quartet 
Composer Work  
J. Haydn Op. 20/2 
Op. 20/4  
Op. 50/6 “Frog” 
Op. 64/5 “Lark” 
Op. 74/2  
Op. 76/1  
Op. 76/2  
Op. 76/3 “Emperor” 
Op. 76/4 “Sunrise” 
Op. 77/1  
Op. 77/2  
W. A. Mozart KV. 155  
KV. 156  
KV. 157  
KV. 173  
KV. 387  
KV. 421  
KV. 428  
KV. 458 “Hunt” 
KV. 464  
KV. 465 “Dissonance” 
KV. 499 “Hoffmeister” 
KV. 575 “Prussian” No. 1 
KV. 589 “Prussian” No. 2 
KV. 590 “Prussian” No. 3  
 
L. van Beethoven All 
F. Schubert D. 32  
D. 36   
D. 46   
D. 74   
D. 87   
D. 112   
D. 353   
D. 703 “Quartettsatz” 
D. 804 “Rosamunde” 
D. 810 “The Death and the Maiden” 
D. 887  
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Johann Baptist 
Vanhal 
String Quartet G Major (1780) 
String Quartet C minor (1769)  
String Quartet A Major (1785)  
String Quartet Eb Major (1786) 
F. Mendelssohn 
Bartholdy 
String Quartet Op. 44/1 D Major  
4 Stücke für String Quartet Op. 81 
R. Schumann All 
J. Brahms All 
H. Wolf Italienische Serenade  
A. Schoenberg String Quartet No. 2 
A. Webern Langsamer Satz String Quartet (1905)  
5 Sätze für String Quartet op.5  
6 Bagatellen für String Quartet op.9 
H. Lachenmann String Quartet No. 2 “Reigen Seliger Geister” (1989) 
C. Debussy String Quartet Op. 10 
M. Ravel String Quartet F Major 
H. Dutilleux Ainsi la nuit 
B. Bartók  All 
L. Janáček No.2 “Intimate Letters” 
A. Dvořák No. 12 Op. 96 “American“ 
P. Tchaikovsky No. 1 Op. 11  
A. Glazunov 5 Novelettes, Op. 15 
I. Stravinsky 3 Pieces for String Quartet 
G. Verdi String Quartet E minor  
D. Schostakovich No. 6 Op. 101   
No. 8 Op. 110  
No. 9 Op. 117  
No. 14 Op. 142   
G. Puccini “Chrysanthemums”  
N. Paganini Grand Quatuor E Major 
G. Donizetti String Quartet No.17 D Major 
O. Respighi Antiche Danze et Arie per Liuto No. 3 
L. Berio Glosse per Quartetto d’archi 
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Akio Yashiro String Quartet (1955) 
Toru Takemitsu Landscape für String Quartet (1960) 
Akira Miyoshi String Quartet No. 3 “Constellation in Black” (1992) 
Akira Nishimura String Quartet Nr.2 “Pulses of Light” (1992) 
Toshio Hosokawa Landscape I (1992)  
Blossoming (2007) 
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Appendix E: List of Discography 
 
 
String Quartet ARCO 
 
 
 
TITLE:  
Haydn String Quartet “Emperor” 
Mozart String Quartet No. 15  
and other 
 
RECORDING COMPANY: 
Victor Entertainment 
 
RELEASE DATE: 
21 March 2002 
 
TRACKS: 
1-4 W. A. Mozart String Quartet K. 421 No. 15 D 
minor 
5-8 Joseph Haydn String Quartet Op. 76/3 “Emperor” 
9    Joseph Haydn String Quartet Op. 17/2 2nd 
movement 
 
 
 
 
TITLE:  
Andante Cantabile, String Quartet ARCO 
 
RECORDING COMPANY: 
Victor Entertainment 
 
RELEASE DATE: 
April 2000 
 
TRACKS: 
1-4 Borodin String Quartet No.2 
5-8 Tchaikovsky String Quartet No. 1 Op. 11 
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Quartetto Classico  
 
 
 
TITLE:  
 
RECORDING COMPANY: 
Excelfon 
 
RELEASE DATE: 
 
 
TRACKS: 
B. Bartók String Quartet No. 5 Sz.102  
L. van Beethoven String Quartet No. 14 Op. 131  
 
 
 
TITLE: 
Beethoven’s Later Works (BEETHOVEN 後期四重
奏曲集) 
 
 
RECORDING COMPANY: 
EWE Records 
 
RELEASE DATE: 
 
TRACKS: 
Disc 1 Op. 127  
Disc 2 Op. 130, Op. 133 
Disc 3 Op. 131, Op. 135  
Disc 4 Op. 132  
 
 
 
TITLE: 
J. S. Bach Art of Fugue BWV 1080  
 
RECORDING COMPANY: 
EWE Records 
 
RELEASE DATE: 
 
 
TRACKS: 
Art of Fugue BWV 1080  
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TITLE: 
F. Schubert “Death and the Maiden”  
 
 
RECORDING COMPANY: 
EWE Records 
 
RELEASE DATE: 
 
 
TRACKS: 
F. Schubert String Quartet D. 810 “Death and the 
Maiden” 
F. Schubert String Quartet D. 87  
 
 
 
 
TITLE: 
W. A. Mozart “Haydn” Quartets 
 
 
RECORDING COMPANY: 
EWE Records 
 
RELEASE DATE: 
 
 
TRACKS: 
W. A. Mozart String Quartet K.458 “Hunt” 
W. A. Mozart String Quartet K.465 “Dissonance” 
 
 
 
 
TITLE: 
B. Bartók 6 String Quartets 
 
RECORDING COMPANY: 
CRT Records 
 
RELEASE DATE: 
 
 
TRACKS: 
Disc 1 B. Bartók String Quartets Nos. 1-3 
Disc 2 B. Bartók String Quartets Nos. 4-6 
Disc 3 Quartetto Classico’s commentary on Bartók’s 
quartets. 
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Erdödy String Quartet 
 
 
 
TITLE:  
From Mendelssohn to Schumann; Genealogy of 
Romantic String Quartets (メンデルスゾーンからシュ
ーマンへ, ロマン派弦楽四重奏の系譜) 
 
RECORDING COMPANY: 
ALM RECORDS 
 
RELEASE DATE: 
7 October 2010 
 
TRACKS: 
1-4 Mendelssohn String Quartet No. 2 Op. 13 A minor 
4-8 Schumann String Quartet No. 3 Op. 41 A Major 
 
 
 
 
TITLE: 
Haydn: String Quartet Op.76 Erdödy Quartets Nos. 1-3 
 
RECORDING COMPANY: 
PAU, T. Sakurai 
 
RELEASE DATE: 
7 December 2002 
 
TRACKS: 
1-4 J. Haydn String Quartet Op.76/1 G Major  
4-8 J. Haydn String Quartet Op. 76/2 D minor “Fifths” 
9-12 J. Haydn String Quartet Op.76/3 C Major 
“Emperor” 
 
 
 
TITLE: 
Haydn: String Quartet Op.76 Erdödy Quartets Nos. 4-6 
 
RECORDING COMPANY: 
PAU, T. Sakurai 
 
RELEASE DATE: 
22 November 2005 
 
TRACKS: 
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1-4 J. Haydn String Quartet Op. 76/4 Bb Major 
“Sunrise” 
4-8 J. Haydn String Quartet Op. 76/5 D Major “Largo” 
9-12 J. Haydn String Quartet Op. 76/6 Eb Major  
 
 
 
 
 
 
Quartet Excelsior 
 
 
 
TITLE: 
CHRONOI PROTOI x QUARTET EXCELSIOR; The 
Potential of a String Quartet (クロノイ・プロトイ x 
クァルテット・エクセルシオ 弦楽四重奏の可能性
) 
 
RECORDING COMPANY: 
Sound Aria Records 
 
RELEASE DATE: 
December 2011 
 
TRACKS: 
[Disc 1] 
1 Prelude 1 (Yoko Oba arr.) 
2 Masanobu Shinoda Filtered ballad for string quartet 
3 Interlude 1 (Masanobu Shinoda arr.) 
4 Sachiyo Tsurumi Blower 
5 Interlude 2 (Sachiyo Tsurumi arr.) 
6 Hiroaki Kobayashi String Quartet 
[Disc 2] 
1 Prelude 2 (Hiroaki Kobayashi arr.) 
2 Toshiya Watanabe Shading II 
3 Interlude 3 (Toshiya Watanabe arr.) 
4 Takashi Tokunaga How to tattoo 
5  Interlude 4 (Takashi Tokunaga arr.) 
6 Yoko Oba The Frog Symphony 
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TITLE: 
The Quartet Excelsior’s Second CD “Death and the 
Maiden” (QUARTET EXCELSIOR ＣＤ 第２弾 「死
と乙女」) 
 
RECORDING COMPANY: 
JEYSMUSIC, Inc. 
 
RECORDED DATE: 
October 2010 
 
TRACKS: 
1-4 L. van Beethoven String Quartet No. 9 Op. 59 No.3 
C Major 
5-9 F. Schubert String Quartet No. 14 D. 810 D minor 
“Death and the Maiden” 
 
 
 
 
TITLE: 
QUARTET EXCELSIOR クァルテット・エクセル
シオ 
 
RECORDING COMPANY: 
JEYSMUSIC, Inc.  
 
RECORDED DATE: 
12-14 March 2007 
 
TRACKS: 
1-4 	L.van Beethoven String Quartet Op.74 Eb Major 
“Harp” 
5 				S. Sciarrino String Quartet No.7 Ampiamente 
chiamando  
       (world premiere recording) 
6     	F. Delius String Quartet Late Swallows 
Bonus Tracks: Japanese Folk Songs arranged for a 
string quartet  
                       (arr. Hajime Koumatsu) 
1     Sansa-Shigure「さんさ時雨」 
2     Shohran-Bushi 「ソーラン節」 
 
  
TITLE: 
Kazuo Yamada Chamber Works: Quartet Excelsior, etc. 
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RECORDING COMPANY: 
Mittenwald 
 
RECORDED DATE: 
5, 6, 12 April 2001 
 
TRACKS: 
1 Violin Sonata, Kanako Endo (Vn) Wakako Endo (Pf) 
2 Unaccompanied Cello Sonata, Hajime Otomo (Vc) 
 
(Quartet Excelsior) 
3 String Quartet No.1 
4 String Quartet From His Occasional Thoughts 
5 String Quartet Three Classical Fragments  
 
6 Strife – short poem 
7 Diary, Tree and Sexual Desire, Kumiko Ida (Pf) 
 
 
TITLE: 
Concert: 20-21 The Compositions of Japan, Steps 
toward the 21st Century (Concert: 20-21 日本の作曲･
21 世紀へのあゆみ) 
 
RECORDING COMPANY: 
The Executive Committee Members of The 
Compositions of Japan, Steps toward the 21st Century 
 
RECORDED DATE: 
26 October 2002 
 
TRACKS: 
8   Toshiro Mayuzumi Prepared Work: Piano and 
String Quartet  
     (1957) Kaori Kimura (Pf) 
19 Teizo Matsumura Music for Piano and String 
Quartet (1962) 
22 Akira Miyoshi String Quartet No.2 (1967) 
 
  
TITLE: 
Hiroyuki Yamamoto, Collection of His Works 
 
RECORDING COMPANY: 
Fontec 
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RELEASE DATE: 
unknown 
 
TRACKS: 
1   Please don’t touch me  
2   Canticum tremulum i	
3   Eve I (Quartet Excelsior ) 
4   Tropic of Cancer (北回帰線) 
5   Canticum tremulum ii 
 
 
 
 
TITLE: 
Kaeko Mukoyama: White Scenery (向山佳絵子：白い
風景) 
 
RECORDING COMPANY: 
Sony Music Entertainment Japan Inc. 
 
RELEASE DATE: 
unknown 
 
TRACKS: 
11   Takashi Yoshimatsu Dream Colored Mobile (夢色
モビール) 
       Kaeko Mukoyama (Vc) & Quartet Excelsior, Y. 
Yumiko (Fl), 
       Y. Saito (Hp) 
 
 
TITLE: 
Music of Hikaru Hayashi (林光の音楽) 
 
RECORDING COMPANY: 
Shogakukan Inc. 
 
RELEASE DATE: 
unknown 
 
TRACKS: 
(Quartet Excelsior) 
CD6:3 LAMENT for a string quartet 
CD7:4 Intermedio for a string quartet 
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Lotus String Quartet 
 
 
 
TITLE: 
Mozart String Quartets D Major K. 575, Bb Major K. 
589 (Mozart Streichquartette D-Dur KV575, B-Dur 
KV589) 
 
RECORDING COMPANY: 
Teldec/East West 
 
RELEASE DATE: 
1998 
 
TRACKS: 
1-4 W. A. Mozart String Quartet No. 21 K. 575  
5-9 W. A. Mozart String Quartet No. 22 K. 589  
 
 
 
TITLE: 
Landscapes – Japanese String Quartets 
 
RECORDING COMPANY: 
Teldec/Warner  
 
RELEASE DATE: 
October 1998 
 
TRACKS: 
1-4 Akio Yashiro Quatour Á Cordes (1955) 
5-6 Akira Nishimura String Quartet No.2 “Pulse of the 
Lights” (1992) 
7    Toshio Hosokawa Landscape I for String Quartet 
(1992) 
8    Toru Takemitsu Landscape for String Quartet 
(1961) 
9    Akira Miyoshi String Quartet No.3 “Constellation in 
Black” (1992) 
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TITLE: 
Schumann – Three String Quartets (Schumann  - Drei 
Streichquartette) 
 
RECORDING COMPANY: 
NAMI Records 
 
RELEASE DATE: 
22 May 2006 
 
TRACKS: 
1-4 String Quartet No. 1 Op. 41 A minor  
5-8 String Quartet No. 2 Op. 41 F Major 
9-12 String Quartet No. 3 Op. 41 A Major 
 
 
 
 
TITLE: 
The Chorus (Die Kinder des Monsieur Mathieu; Lieder 
aus dem Film Les choristes und weitere Lieder für 
Kinderchor) 
 
RECORDING COMPANY: 
Carus 
 
RELEASE DATE: 
1 June 2011 
 
TRACKS: 
19-21 Arrangement for children’s choir and string 
quartet 
22-24 Arrangement for string quartet 
 
 
 
 
TITLE: 
Lotus String Quartet: Ludwig van Beethoven "3 
Rasumovsky Quartets" 
(live performance, Tokyo Bunka Kaikan Hall, 20 
September 2008) 
 
RECORDING COMPANY: 
LIVE NOTES 
 
RELEASE DATE: 
November 2008 
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TRACKS: 
1-4   String Quartet No. 7 Op. 59 No. 1 F Major  
5-8   String Quartet No. 8 Op. 59 No. 2 E minor  
9-12 String Quartet No. 9 Op. 59 No. 3 C Major  
 
 
 
 
TITLE: 
Schubert String Quintet D. 956  
 
RECORDING COMPANY: 
NAMI Records 
 
RELEASE DATE: 
20 December 2012 
 
TRACKS: 
1-4 Schubert String Quintet D.956 C Major (Peter 
Buck, Vc) 
5    Webern String Quartet (1905) 
6    Webern Langsamer Satz for String Quartet (1905) 
 
 
 
 
TITLE: 
BRAHMS: STRING QUARTETS OP.51 
 
RECORDING COMPANY: 
NAMI Records 
 
RELEASE DATE: 
25 November 2012 
 
TRACKS: 
1-4 String Quartet No. 1 Op. 51 No. 1 C Major  
5-8 String Quartet No. 2 Op.51 No. 2 A minor  
 
 
 
 
TITLE: 
Lotus String Quartet: "TRAVELOGUE" LIVE at 
SUGINAMI-KOKAIDOU, TOKYO 
 
RECORDING COMPANY: 
LIVE NOTES 
 
RELEASE DATE: 
25 May 2013 
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TRACKS: 
1 Haydn String Quartet Op. 20/4, 1st movement 
2 Mozart String Quartet K. 155 1st movement 
3 Puccini Crisantemi e Tre Minuetti per quartetto ad 
archi 
4 Respighi Antiche arie e danze per liuto.Terzo series: 
Siciliana 
5 Wolf Italienische Serenade 
6 Dvořák String Quartet No.12 Op.96 “American” 4th 
movement 
7 Barber String Quartet Op.11 Adagio 2nd movement  
8 Ravel String Quartet in F Major 
 
 
 
 
TITLE: 
HAYDN : "THE ROW IN VENICE" "FIFTHS" 
BEETHOVEN : STRING QUARTET IN F Hess 34 
  
RECORDING COMPANY: 
NAMI Records 
 
RELEASE DATE: 
25 August 2013 
 
TRACKS: 
1-4 Haydn String Quartet Op. 76/2 “Fifths” 
5-8 Beethoven String Quartet in F major Hess 34 (arr. 
Piano Sonata Op. 14 No. 1) 
9-12 Haydn String Quartet Op. 20/4 D major The Row 
in Venice 
 
 
Morgaua Quartet 
 
 
 
TITLE: 
“Atom Heart Mother is on the Edge” (原子心母の危
機) 
 
RECORDING COMPANY: 
DENON 
 
RELEASE DATE: 
21 May 2014 
 
TRACKS: 
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1 Red (King Crimson) 
2 Atom Heart Mother (Pink Floyd) 
3 Peace ～ Fallen Angel including Epitaph (King 
Crimson) 
4 The Cinema Show ～ Aisle of Plenty (Genesis) 
5 Trilogy (Emerson Lake and Palmer) 
6 Close to the Edge (Yes) 
7 The Land of Rising Sun (Kieth Emerson) 
 
 
 
 
TITLE: 
Those with Normal Mental Condition of 21st Century 
(21 世紀の精神正常者たち) 
 
RECORDING COMPANY: 
Nippon Columbia Co., Ltd. 
 
RELEASE DATE: 
20 June 2012 
 
TRACKS: 
Side A 
Twenty First Century Schizoid Man (King Crimson) 
Dancing With The Moonlit Knight (Genesis) 
Karn Evil #9: 1st Impression-Part 1 (Emerson, Lake & 
Palmer) 
 
Side B 
Afterglow (Genesis) 
The Court of the Crimson King (King Crimson) 
Starless (King Crimson) 
 
 
 
 
 
Yamato String Quartet 
  
TITLE: 
Hajime Koumatsu: Four Japanese Folk Songs for String 
Quartet II & Piazzolla (幸松 肇：弦楽四重奏のための
日本民謡Ⅱ＆ピアソラ) 
 
RECORDING COMPANY: 
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Art Union 
 
RELEASE DATE: 
6 April 2011 
 
TRACKS: 
1-4 Japanese Folk Songs for String Quartet 
5-11 Piazzolla Collection for String Quartets  
Bonus Track 
Mendelssohn Wedding March String Quartet version 
 
 
 
 
TITLE: 
Hajime Koumatsu: Four Japanese Folk Songs for String 
Quartet I & Hymnus (幸松 肇：弦楽四重奏のための
日本民謡＆讃歌) 
 
RECORDING COMPANY: 
Art Union 
 
RELEASE DATE: 
20 January 2008 
 
TRACKS: 
1-8   Japanese Folk Songs for String Quartet 
9-11 Hymnus for String Quartet  
Bonus Track 
Variation on the theme of Happy Birthday  
 
 
 
 
TITLE: 
The Chamber Works of Kosaku Yamada (山田耕筰 室
内楽作品集) 
 
RECORDING COMPANY: 
Mittenwald 
 
RELEASE DATE: 
15 April 2004 
 
TRACKS: 
1-3 String Quartets Nos.1-3 
4    Minuet for String Quartet 
5-8 Keyboard works (Kumiko Ida, Pf)  
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Appendix F-a: All Press Items (from Newspapers and Periodicals) at a Glance, Over 
Time 	
  
1986-
1990 
1991-
1995 
1996-
2000 
2001-
2005 
2006-
2010 
2011-
2014 
ARCO Articles     2 4   5 
 
Concert Ads 
  
3 
 
3 
 
Events 
  
1 
  
2 
 
Reviews 
      
 
Commentaries 
   
1 
 
 
Interviews 
     
 
Promotional 
     
 
Reports 
      Classico Articles 1 2 31 24 31 11 
 
Concert Ads 
 
15 8 18 8 
 
Events 1 2 13 11 12 1 
 
Reviews 
      
 
Commentaries 
 
1 3 
 
1 
 
Interviews 
  
1 
  
 
Promotional 
  
1 1 1 
 
Reports 
  
2 
   Excelsior Articles     3 13 32 37 
 
Concert Ads 
  
9 19 27 
 
Events 
  
2 4 8 7 
 
Reviews 
    
1 
 
 
Commentaries 
   
1 
 
 
Interviews 
   
1 1 
 
Promotional 
 
1 
 
1 
 
 
Reports 
    
2 1 
Erdödy Articles   1   3 9 1 
 
Concert Ads 1 
 
3 4 1 
 
Events 
    
4 
 
 
Reviews 
      
 
Commentaries 
     
 
Interviews 
     
 
Promotional 
   
1 
 
 
Reports 
      Lotus Articles     11 15 19 6 
 
Concert Ads 
 
1 10 7 3 
 
Events 
  
3 4 6 2 
 
Reviews 
  
1 
 
3 
 
 
Commentaries 
 
2 
 
1 
 
 
Interviews 
    
1 
 
Promotional 
 
4 1 3 
 
 
Reports 
      Morgaua Articles   3 7 13 17 20 
 
Concert Ads 
 
3 8 4 7 
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Events 
 
1 
 
1 1 2 
 
Reviews 
    
3 2 
 
Commentaries 
 
1 
 
3 2 
 
Interviews 
    
2 
 
Promotional 2 1 4 6 
 
 
Reports 
  
2 
 
1 1 
YAMATO Articles     5 4 1 1 
 
Concert Ads 
 
4 4 
 
1 
 
Events 
      
 
Reviews 
      
 
Commentaries 
     
 
Interviews 
     
 
Promotional 
 
1 
   
 
Reports 
    
1 
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Appendix F-b: Sample Translations of “reviews of critics” for the Classico, the 
Excelsior, the Lotus, and the Morgaua [Material quoted in Ch. VI, 
Reception; translated by author] 
 
Quartet Excelsior (Sankei Shimbun, 13 November 2007, written by Yuji Numano) 
 “…immediately sensed their talent in their delivery of impeccable rhythmic accuracy, 
which cannot be done if the players are not confident of each other. I see, this is the 
quartet that is jyousetsu. The first and the last movements of Mozart No. 13 and 
Beethoven No. 3 showed such artistry in their playing; however, the middle movements 
weren’t as satisfying. Major thirds didn’t speak clearly, and felt like the quartet didn’t 
have enough resonance and echo due to the nuance that the first violin was competing 
against the rest three voices. A quartet’s strength (beauty) and weakness is like the front 
and back of a coin, but this quartet shows the difference so clearly that it almost feels 
good. The performance of Berg showed its strength…in its accurate tempo changes, 
beautiful non-vibrato, perfect sound balance of four instruments, and top quality purity of 
sound color, which didn’t exist in earlier pieces. This quartet doesn’t lie—this quartet 
clearly and boldly shows its strength and weakness.”  
 
Quartetto Classico (Asahi Shimbun, 2 October 2003, written by Miyuki Shiraishi) 
“A Quartetto Classico’s concert is always performed without sheet music, which shows 
their scholastic attitude toward string quartet music. Playing without music doesn’t 
always mean that the performance goes better, but for the Quartetto Classico, the level of 
concentration while performing from memory enables them to perform the music without 
any holes…One special aspect is that they minimize the use of vibrato, imitating the 
original performance style. In contrasting to the wide spectrum of emotional expression 
that has been known since the Romantic Era, such a performance style can seem 
uninteresting, but still fresh. The second movement of Schubert’s “Rosamunde” vividly 
expressed the harmonic beauty that comes from non vibrato…This ensemble may be for 
the connoisseurs for string quartet music.”  
 
Lotus String Quartet (Mainichi Shimbun, 19 June 1996, written by Kouki Nakamura) 
“The string quartet of four women, the Lotus Quartet (lotus is a type of flower), gave its 
debut concert in Osaka. The first piece was Haydn’s “Emperor,” in which the quartet 
made an effort to sing the piece with such gentleness. However, with such playing, it is 
impossible to fully express the fullness in dynamic differences that Haydn intends, and 
the conversational style of the subject materials and structures didn’t emerge. As a result, 
Haydn’s music was performed in such a dull and plain style. It was similar in 
Beethoven’s “Harp.” Singing the piece with just beautiful sounds does not express the 
specialness that is embedded in the piece, which links to Beethoven’s late repertoires. It 
was disappointing that such clear expression was not found in the performance. The last 
piece, by Ravel, showed the quartet’s strength in quality and sensitivity, but the lack of 
clarity in intonation and technical proficiency is the ensemble’s homework. This turned 
out to be a somewhat punitive review, but the only reason for this is that I see the 
quartet’s possibility for launching out to the world (internationally). I eagerly await the 
quartet’s next performance.”  
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Morgaua Quartet (Yomiuri Shimbun, 3 October 2006 written by Yuji Numano) 
“Key members of orchestras in Kyoto are the members of the Morgaua Quartet, which 
already gave three Shostakovich’s String Quartet Cycle Concerts. This ensemble has a 
strange sound balance. It does not build the sound like a pyramid, with the cello’s low 
sound at the bottom, but the first violin and the cello (outer voices) freely play, and the 
inner voices (2nd violin and viola) become the supporters for the outer voices. This off-
balance sometimes become a problem in certain repertoire, but it somehow fits perfectly 
to Shostakovich’s strange world of sound in his string quartet music. Their playing 
generally limits the use of vibrato and does not wallow in emotional playing; and this 
adds to the cold feeling of tension in the performance… However such playing does 
compromise the colorfulness of sound in No. 7 and No. 11, as I think there should be 
some room for quartet’s personal expression and interpretation, which I believe the 
composer intended. The audience watched attentively the course of direction that these 
four seekers were expressing on stage, and there was some kind of religious atmosphere 
in the hall. In the long silence after the last note of No. 15 sounded, I believe there was 
something mutually shared between the performers and the audience.”
 188 
Bibliography 
Akutagawa, Yasushi. Ongaku o Aisuru Hito ni [To Those Who Love Music]. Tokyo, 
Japan: Shizuo Takenouchi/Chikuma Shobo, 1967. 
 
Baron, John H. Chamber Music: a Research and Information Guide. 2nd ed. New York, 
NY: Routledge, 1987. 
 
Bashford, Christina. “Late Beethoven Quartets and the London Press.” The Musical 
Quarterly 84, no. 1 (Spring, 2000): 84-122. 
 
Bels, Heiko, and Silvain Guignard. Musik in Japan : Aufsätze zu Aspekten der Musik im 
heutigen Japan [Essays on Aspects of Today’s Music in Japan]. Munich, 
Germany: Iudicium Verlag, 1996. 
 
Bix, Herbert P. Hirohito and the Making of Modern Japan. New York, NY: Harper 
Collins, 2001. 
 
Chang, Eddy Y. L. “The daiku Phenomenon: Social and Cultural Influences of 
Beethoven’s Ninth Symphony in Japan.” Asia Europe Journal no. 9 (February 
2007): 93-114. 
 
Edith, Terry. How Asia Got Rich: Japan, China and the Asian Miracle. USA: An East 
Gate Book, 2002.   
 
Eisler, Edith. 21st Century String Quartets, Volume I. San Anselmo, CA: String Letter 
Publishing, 2000. 
 
Endo, Hiroshi. Meiji Ongakushiko. Tokyo: Yuhodo, 1948.  
 
Eppstein, Ury. The Beginnings of Western Music in Meiji Era Japan. New York, NY: 
Edwin Mellen Press, 1994. 
 
Fister, Patricia, and Shuhei Hosokawa. Hikaku, zainichi Nihon kenkyusha ga kataru 
Nihon no bijutsu to ongaku [Research on Art and Music in Japan: a Colloquy with 
Foreign Scholars Resident in Japan]. Tokyo, Japan: Kokusai Nihon Bunka 
Kenkyu Senta, 2007. 
 
Gatzen, Barbara. “Media and Communication in Japan, Current Issues and Future 
Research.” Electronic Journal of Contemporary Japanese Studies (April 2001). 
Accessed 14 September 2015. 
http://Asahi.japanesestudies.org.uk/discussionpapers/Gatzen.html. 
 
Gillett, Paula. Musical Women in England, 1870-1914. New York, NY: St. Martin’s 
Press, 2000. 
 
 189 
 
Hall, John W., Marius B. Jansen, Madoka Kanai, and Denis Twitchett. The Cambridge 
History of Japan. Cambridge: Cambridge University Press, 1993. 
 
Horiuchi, Kumio, and Takeo Otani. Sekai no O-kesutora Meikan 387 [An Encyclopedia 
of 387 Orchestras]. Tokyo, Japan: Ongakunotomosha, 2009. 
 
Inglis, Ian. “I Read the News Today, Oh Boy: The British Press and the Beatles.” 
Popular Music and Society 33, no. 4 (October 2010): 549-562. 
 
Iuchi, Chio. “Suntory Hall in ‘Ruins’ for Mozart Production.” Japan Times, March 6, 
2009. Accessed November 25, 2015. 
http://www.japantimes.co.jp/text/fm20090306a1.html 
 
Japan Association of Classical Music Presenters. “Cellist Tsuyoshi Tsutsumi Takes on 
the Full Program of Japanese Composers.” Japan’s Classical Music Artists News, 
October 31, 2008. Accessed March 11, 2015. 
http://japansclassic.com/news/081031/03.html 
 
Jarman, Douglas, ed. The Twentieth-Century String Quartet. Todmorden, UK: Arc 
Music, 2002. 
 
Kanazawa, Masakata, and Yo Akioka. Yamada, Kosaku.  Oxford Music Online, Oxford 
University Press. Accessed January 25, 2016. 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/30669. 
 
Kent, Christopher. “Periodical Critics of Drama, Music, and Art, 1830-1914: A 
Preliminary List.” Victorian Periodicals Review 13 (1980): 31-55. 
 
Koumatsu, Hajime. “Nihon no gengaku shijyusoudan tachi: Meiji no Reimeiki kara, 
Gendai no Kuarutetto Ekuserusio made (Dai 1). Meiji ki (sono 1)” [String 
Quartets of Japan: from Meiji Era to Excelsior (No.1). Meiji Era, part 1.] 
Sutoringu 26, no. 4  (April 2011): 84-86. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji no Reimeiki kara, Gendai no 
Kuarutetto Ekuserusio made (Dai 2). Meiji ki (sono 3)” [String Quartets of Japan: 
from Meiji Era to Excelsior (No. 2). Meiji Era, part 3.] Sutoringu 26, no. 6  (June 
2011): 77-79. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji no Reimeiki kara, Gendai no 
Kuarutetto Ekuserusio made (Dai 3). No. Meiji ki (sono 4)” [String Quartets of 
Japan: from Meiji Era to Excelsior (No.3). Meiji Era, part 4.] Sutoringu 26, no. 7  
(July 2011): 77-79. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji no Reimeiki kara, Gendai no 
Kuarutetto Ekuserusio made (Dai 7.). Taisho ki.” [String Quartets of Japan: from 
 190 
Meiji Era to Excelsior (No. 7). Taisho Era.] Sutoringu 26, no. 10  (October 2011): 
59-61. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 8). Showa 
ki (1). Showa Gannenkara Taiheiyou Sensou no Shuketsu made.” [String Quartets 
of Japan: from Meiji Era to Excelsior (No. 8). Showa Era (1). From Showa First 
Year to End of the Pacific War.] Sutoringu 26, no. 11  (November 2011): 69-71. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 9). Showa 
ki (1). Showa Gannenkara Taiheiyou Sensou no Shuketsu made.” [String Quartets 
of Japan: from Meiji Era to Excelsior (No. 9). Showa Era (1). From Showa First 
Year to End of the Pacific War.] Sutoringu 26, no. 12 (December 2011): 67-69. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 10). Showa 
ki (1). Showa Gannenkara Taiheiyou Sensou no Shuketsu made.” [String Quartets 
of Japan: from Meiji Era to Excelsior (No. 10). Showa Era (1). From Showa First 
Year to End of the Pacific War.] Sutoringu 27, no. 1 (January 2012): 67-69. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 11). Showa 
ki (1). Showa Gannenkara Taiheiyou Sensou no Shuketsu made.” [String Quartets 
of Japan: from Meiji Era to Excelsior (No. 11). Showa Era (1). From Showa First 
Year to End of the Pacific War.] Sutoringu 27, no. 2 (February 2012): 67-69. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 12). Showa 
ki (1). Showa Gannenkara Taiheiyou Sensou no Shuketsu made.” [String Quartets 
of Japan: from Meiji Era to Excelsior (No. 12). Showa Era (1). From Showa First 
Year to End of the Pacific War] Sutoringu 27, no. 3 (March 2012): 70-72. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 13). Showa 
ki (1). Showa Gannenkara Taiheiyou Sensou no Shuketsu made.” [String Quartets 
of Japan: from Meiji Era to Excelsior (No. 13). Showa Era (1). From Showa First 
Year to End of the Pacific War.] Sutoringu 27, no. 4 (April 2012): 67-69. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 14). Showa 
ki (1). Showa Gannenkara Taiheiyou Sensou no Shuketsu made.” [String Quartets 
of Japan: from Meiji Era to Excelsior (No. 14). Showa Era (1). From Showa First 
Year to End of the Pacific War.] Sutoringu 27, no. 5 (May 2012): 67-69. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 15). Showa 
ki (2). Sengo no konranki, Ramo-gengaku shijyusoudan no katsudou.” [String 
Quartets of Japan: from Meiji Era to Excelsior (No. 15). Showa Era (2). After the 
War; Activities of Rameau String Quartet.] Sutoringu 27, no. 1 (January 2012): 
67-69. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 17). 
Budapesuto Gengaku shijyusoudan ga nokoshite kureta mono (sono 1).” [String 
 191 
Quartets of Japan: from Meiji Era to Excelsior (No. 17). What the Budapest 
String Quartet has left.] Sutoringu 27, no. 8 (August 2012): 67-69. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 18). Showa 
ki (3). Puromujika kara NHK Koukyougakudan Kuarutetto made.” [String 
Quartets of Japan: from Meiji Era to Excelsior (No. 18). Showa Era (3) from Pro 
Musika to NHK Philharmonic Quartet.] Sutoringu 27, no. 9 (September 2012): 
67-69. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 19). Showa 
ki (3). Puromujika kara NHK Koukyougakudan Kuarutetto made.” [String 
Quartets of Japan: from Meiji Era to Excelsior (No. 19). Showa Era (3) from Pro 
Musika to NHK Philharmonic Quartet.] Sutoringu 27, no. 10 (October 2012): 67-
69. 
 
---. “Nihon no gengaku shijyusoudan tachi: Meiji kara Ekuserusio made (Dai 20). Showa 
ki (3). Puromujika kara NHK Koukyougakudan Kuarutetto made.” [String 
Quartets of Japan: from Meiji Era to Excelsior (No. 20). Showa Era (3) from Pro 
Musika to NHK Philharmonic Quartet.] Sutoringu 27, no. 11 (November 2012): 
67-69. 
 
---. Sekaino Gengaku Shijyusou to sono reko-do [Worlds’ String Quartets and their 
Recordings]—Germany and Austria. Tokyo, Japan: Quartett Haus Japan Ltd., 
2007. 
 
---. Sekaino Gengaku Shijyusou to sono reko-do [Worlds’ String Quartets and their 
Recordings]—Japan. Tokyo, Japan: Quartett Haus Japan Ltd., 2013. 
 
Malm, William. “The Modern Music of Meiji Japan.” In Tradition and Modernization in 
Japanese Culture, edited by Donald H. Shively, 257-300. Princeton, NJ: 
Princeton University Press, 1971. 
 
Manierre-Mann, Julie. “Erle, Talented Boy Violinist, Gained Fame at Early Age,” 
Sarasta Herald-Tribune, April 29, 1935. Accessed January 24, 2012, 
https://news.google.com/newspapers?id=mYQcAAAAIBAJ&sjid=RmQEAAAAI
BAJ&pg=5170,2096655&hl=en. 
 
Martin, David, and Lee Jacobus. The Humanities through the Arts. New York: McGraw-
Hill, 1997. 
 
Matsumoto, Zenzo. Teikin Yujo: Nihon no vaiorin ongaku shi [The Sentient Violin: A 
Musical History of the Violin in Japan]. Tokyo: Lesson no Tomo, 1995. 
Mehl, Margaret. “A Man’s Job? The Koda Sisters, Violin Playing and Gender 
Stereotypes in the Introduction of Western Music in Japan.” Women’s History 
Review 21, no. 1 (February 2012): 101-120.  
 
 192 
Murchie, Maureen. “A History of the Sendai Philharmonic Orchestra, 1973 – 2005.” 
Doctoral diss., University of Illinois Urbana-Champaign, 2010.  
 
Nakamura, Hiroko. Chaikofusuki konkuru: pianisuto ga kiku gendai [Tchaikovsky 
Competition: How a Pianist Listens to Contemporary Music]. Tokyo, Japan: Chuo 
Koronsha, 1988.  
 
Nakamura, Kousuke. Seiyō no oto, Nihon no mimi: kindai Nihon bungaku to Seiyō 
ongaku [Western Sound and Japanese Ear: Recent Japanese Literature and 
Western Music]. Tokyo, Japan: Shunshusha. 1987. 
 
NHK Symphony Orchestra, NHK Kokyogakudan 40-nenshi 1926 – 1966 [The NHK 
Symphony Orchestra: Forty Years of its Growth 1926 – 1966]. Tokyo, Japan: 
Nippon Hoso Shuppan Kyokai, 1967. 
 
Osaka Convention & Tourism Bureau “Izumi Hall History.” Osaka City Info. Accessed 
January 21, 2016. http://www.osaka-
info.jp/en/search/detail/sightseeing_5003.html  
 
Oxford Dictionaries. “Advertorial.” Accessed November3, 2015. 
http://www.oxforddictionaries.com/definition/english/advertorial. 
 
Page, David Perkins. “The Theory and Practice of Teaching.” In The Life and Work of 
David P. Page, edited by James Mickleborough Greenwood, 15–30. Cleveland, 
OH: E-Books Delivery Service, 2013, Ebook.  
 
Parker, Mara E. String Quartets: A Research and Information Guide. New York, NY: 
Routledge, 2005. 
 
Pitts, Stephanie E., and Christopher P. Spencer, “Loyalty and Longevity in Audience 
Listening: Investigating Experiences of Attendance at a Chamber Music Festival.” 
Music and Letters 89, no. 2 (May 2008): 227-238. 
 
Potter, Tully. “A Woman of Substance (Mari Iwamoto).” Strad 117, no.1393 (May 
2006): 56-57. 
 
Potter, Tully. “Brief Sunrise in the East.” Classical Recording Quarterly 58 (Autumn 
2009): 10-12.  
 
Potter, Tully. “The Concert Explosion and the Age of Recording.” In The Cambridge 
Companion to the String Quartets, edited by Robin Stowell, 60-95. Cambridge, 
UK: Cambridge University Press, 2003. 
 
Routley, Erik, and Paul Richardson. A Panorama of Christian Hymnody. Chicago: G.I.A. 
Publications, Inc. 2005. 
 
 193 
Ryker, Robert. “Orchestras in Japan.” Japan Times. January 30, 2009. Accessed 
November 11, 2014. 
http://www.ufollow.com/authors/robert.ryker/sources/japan.times/2/ 
 
Sakai, Robert. “Feudal Society and Modern Leadership in Satsuma-han.” Journal of 
Asian Studies 16 (1957): 365–376.  
 
Sawabe, Yukiko. Neue Musik in Japan : Stilrichtungen und Komponisten [New music in 
Japan: Style and Composers]. Regensburg, Germany: Gustav Bosse Verlag, 2002. 
 
Shiba, Ryutaro. Ieyasu Tokugawa. Tokyo: Shinchosha, 1962.   
 
So-net Entertainment Corporation. “Jansons to Hashimoto Toukyou gakudanchou.” 
[Jansons and Tokyo Symphony Head Hashimoto]. Accessed January 25, 2016. 
http://www003.upp.so-net.ne.jp/orch/page223.html   
 
Stowell, Robin, ed. The Cambridge Companion to the String Quartet. Cambridge, UK: 
Cambridge University Press, 2003. 
 
Stresemann, Wolfgang. The Berlin Philharmonic from Bülow to Karajan: Home and 
History of a World-Famous Orchestra. Translated by Jean Stresemann. Berlin, 
Germany: Stapp, 1979. 
 
String Quartet ARCO. “Amati Artists and Project Management.” Ensemble. Last 
modified 2010. Accessed January 28, 2016. http://amati-
tokyo.com/artist/arco.html  
 
Suntory Holdings Limited. “Suntory Hall Facilities.” Last modified 2012. Accessed 
November 15, 2015. http://www.suntory.com/culture-
sports/suntoryhall/seat/facilities.html.  
 
Tanabe, Hisao. Japanese Music. Tokyo: Kousai Bunka Shinkokai, 2959. 
 
Tokita, Alison, and David W. Hughes, eds. Ashgate Research Companion to Japanese 
Music. Hampshire, UK: Ashgate Publishing Limited, 2008. 
 
Tsukahara, Yasuko. Jukyu seiki no Nihon ni okeru Seiyo ongaku no juyo [The Reception 
of Western Music in Nineteenth-century Japan]. Tokyo: Taka Shuppan, 1993.  
 
Val, Dorothy de, and Cyril Ehrlich. “Repertory and Canon.” The Cambridge Companion 
to the Piano. Edited by David Rowland. Cambridge, UK: Cambridge University 
Press, 1998. 
 
Wade, Bonnie C. Music in Japan: Experiencing Music, Expressing Culture. New York, 
NY: Oxford University Press, 2005. 
 
 194 
Watabe-Gross, Atsuko. Einführung der europäischen Musik in Japan 1855-1888: 
kulturpolitische Aspekte eines Paradigmenwechsels. [Introduction of European 
Music in Japan 1855-1888: Cultural and Political Aspects of a Paradigm Shift] 
Hamburg, Germany: Gesellschaft für Natur-und Völkerkunde Ostasiens, 2007. 
 
Watanabe, Yawara. “Eku no Rondon Kouen Goannai,” Yakupin Sensei Uwano Sora 
Blog, May 20, 2009. Accessed May 2, 2012. http://yakupen.blog.so-
net.ne.jp/archive/c131535-33. 
 
Watanabe, Yawara, and Hajime Koumatsu. Toshio Kuronuma to Nihon no Gengaku 
Shijyusoudan [Toshio Kuronuma and the String Quartets in Japan]. Tokyo, Japan: 
Yufuin Ongakusai, 1994. 
 
Webster, James, and Georg Feder. Haydn, Joseph. Oxford Music Online, Oxford 
University Press. Accessed January 26, 2016. 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/44593pg5. 
 
Whiting, Robert. You Gotta Have Wa. New York, NY: Vintage Books, 2009. 
WindSong Press Limited. “International Tuba Euphonium Association Honorary Life 
Members, Robert Ryker.” Biography. Last modified 2012. Accessed January 28, 
2016. http://www.windsongpress.com/brass%20players/tuba/ryker.htm. 
 
Yamaguchi, Reiko. Iwamoto Mari: Ikiru imi [Iwamoto Mari: Meaning of Being Alive]. 
Tokyo: Shinchosha, 1984. 
